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No. 1 - The scale of F again
This time we have written the last of the 12 major scales in another rhythm,
with notes of 3/4 beat followed by 1/4 beat. You could also vary other scales
in this way, when you repeat them. Give the whole beats an accent and
play the quarter-beat note just in advance of the next beat almost like a
grace note.
You can also play this scale in the rhythm you did before, preferably by
heart. It may seem difficult now, but the end result of it all will be a
familiarity with the keyboard which will be worth all the trouble.
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No. 2a – Major triad of F
In many pieces you have played accompaniments which consisted of
broken chords. Each student should regularly practise the most
frequently occurring chords; for this will ensure that such chords will
eventually be automatically played with the correct fingering, even if no
fingering has been indicated.
A chord which consists of three different notes is called a triad. (When
two notes differ by an octave, e.g. a high ‘c’ and a low ‘c’, they are
regarded as one and the same note as far as the harmony is concerned).
One of the most frequent triads is the one which consists of the 1st, 3rd
and 5th notes of the major scale: do-mi-so. This is called the major triad,
and it consists of a major third plus a minor third. The interval between
the 1st and the 3rd notes (do-mi) consists of two whole tones, which is
a major third; the interval between the 3rd and the 5th notes (mi-so) is
a half tone plus a whole tone, which is a minor third.
You can form a major triad from any base-note for yourself.
Imagine that you want the major chord of c. You start with the third of
the tone of c, which is e, since it is two full tones higher than c:
Then add a minor third, which is g; 1 1/2 tones higher
than e:
In this way we get the chord c-e-g:
Just play these notes one after another: they should sound like do-miso.
The second example is the major triad of f. The second note of this chord
is one third (two full tones) higher than f which is ‘a’. The third tone is
one minor third (1 1/2 tones) higher than the a, which is c. The major
chord of f then is f-a-c.
This is the chord on which no. 2a has been based.
We play it in various positions: in bar 1 f is the lowest note: f-a-c
(fundamental position). In bar 2 we see the same notes, only the f is one
octave higher: a-c-f, (1st inversion): then in bar 3 c-f-a (2nd inversion).
After that we arrive again at the fundamental position f-a-c. So, each
time it is the same set of notes; the only difference is in the order.
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Now try no. 2a; first play the left and right-hand part separately. The hand
should make supple movements when spreading and contracting. Keep
your wrist relaxed! Be sure to stick to the fingering given! At the beginning
just play each bar 2 or 3 times in succession.
In no. 2b you should strike all the notes of the chord at the same time. It
is not a broken chord as in no. 2a. Make a firm striking movement, but
relax your hand immediately after striking. Also play the chords staccato,
so that after striking them your hand rises, hinging at the wrist. Again,
practise your right and left hands separately. The certainty of your touch
when playing chords, will be increased by regular playing of these exercises.
No. 3 - Duvernoy: Etude
There is not much to say about this etude; the only thing needed is to follow
the indications. In the right hand the crescendo when the melody rises
produces a nice, musical effect; then when the melody descends the
decrescendo should be made.
The most difficult parts are those in which one and the same note has to
be repeated: e.g. in bar 3 f on beat 1 and e on beat 3. You should practise
this every day by striking the same key with your middle-finger and ringfinger in turn several times. You will probably notice that the weaker 4th
finger particularly needs this extra practice!
Theme
The word ‘theme’ is often used in music. It indicates a musical idea (e.g.
a melody) which can be worked up into a bigger piece of music by the
composer, in which this theme (varied or not) can be recognised each
time.
No. 4 – Weigl: Theme
This theme consists of 12 bars (ending at Fine, bar 4). It consists of
ascending and descending motives of 5 or 6 notes, which show a great
resemblance to each other from the rhythmic standpoint; 3 half-beat notes
followed by 2 longer notes, sometimes with an ornamental note of 1/4 beat.
Take your time and have a good look at it all.
Play the broken chords in the left hand softly and joined to each other. In
the right hand it is mostly the contrast between the staccato-notes and the
joined ones which gives this piece such a graceful character. The staccato
should be played lightly and with a movement of the finger (not of the
hand). You start with this at the anacrusis of 1 1/2 beats.
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No. 5 - Millöcker: Song from the musical play “Gasparone”
This still famous melody should be played clearly, so do not only play the
notes for the left hand more softly, but also try to play the highest notes of
the right hand, which form the principal melody, the most clearly. If you
listen carefully to these notes while playing, you will automatically start
playing them clearly.
Try to join the melody notes under the slurs as well as possible. It is not
possible in the two first bars, because there you must repeat the same
notes. The notes on the first beat of bar 3 and bar 4 can be joined to each
other as far as the melody line is concerned.
Just before bar 4 you take your thumb from the f-sharp, in the meantime
holding the b-key down with your middle-finger. You do not release the
latter until you start playing the notes f-sharp - d of bar 4.
In bar 11 it is the same sort of thing; in this case, however, the lowest note,
c-sharp, has to continue until you start playing the notes of bar 12.
Watch out for the continuation dots which occur in the right-hand part now
and then. In bar 6, for example, a new melody-note has to be played
halfway through beat 3 while the g-key is still held down.
Play the accompaniment like a real Viennese waltz; the low bass-notes to
be played by the left hand on each first beat may be accented, while the
chords on each 2nd and 3rd beat should be played very short and lightly.
The bass-note should be joined to the chord on beat 2.
KARL MILLÖCKER (1842-1899)
He was an Austrian composer. He composed about 20
musical plays of which some are still very popular
nowadays.
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This time there is no scale in the lesson. This does not mean, however, that
you can now rest on your laurels! It is necessary to play a scale daily to
keep up and improve your technique! Besides any others you may choose,
pay particular attention to the scale of C this week.

No. 1 - major triad of C
In no. 1 you see the major triad of C. You can easily learn the fingering of
these triads by heart: each time 1-3-5; only if the distance between middlefinger and little finger should be bigger than one third (i.e. a fourth) do you
use 1-2-5. that is, the forefinger instead of the middle-finger. So, 3-5 for
the small distance (third) to the little finger and 2-5 for the bigger distance
(fourth). Just check for yourself.
Now you can start playing the triads by heart. Start with each hand
separately. Try to find the keys by touch.

No. 2 - Schytte: Etude
In this etude you play broken triads all the time, with the two hands taking
turns. This should be done very steadily and fluently, so that it is not
noticeable when the left hand takes over one octave lower the chords
previously played by the right hand.
The fingering for the right hand has been chosen in such a way that this
hand only needs to be moved every two bars; so, take advantage of this.
In order to bring out the melody of this piece you must emphasize the notes
on the first beat (i.e. on the bar-line), without continuing them any longer
than their one beat. You should then be able to hear that these highest
notes form the leading melody.

No. 3 - Swing low, sweet chariot
This song should be played fluently, in slow tempo (lento) and with a slight
rocking rhythm. If you use the fingering indicated, you should be able to
join up most of the chords. In this connection it would be advisable to
repeat the exercises of lessons 21 (no. 3a), 22 (no. 6a) and 23 (no. 3a).
To acquire a good fluent playing-technique it is absolutely essential for you
to master this way of joining chords to one another and that you leam to
apply it automatically where needed.
Make sure that the notes which must be continued remain clearly audible.
This applies especially to notes which form the leading melody, for example
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in bar 2, where the melody note f, started on the 1st beat, should be clearly
heard continuing until the following melody note is started, even if the left
and right hands are playing other notes at the same time.
The forefinger of the right hand plays a d-flat on the 1st beat of the 2nd
bar and should then slip off this key on to the c-key. When doing this the
finger should not thump the key in question, but should slide towards it
hardly noticeably. The notes should sound almost legato.
In this negro spiritual there are many syncopations; e.g. in bar 1 halfway
through the 1st beat. You had better start by considering each bar as a 4beat unit till you have fixed the rhythm well in your mind.
In this piece you should particularly try to play the (highest) melody-notes
a little louder than the others. Careful listening is very important. Hum
these notes, as well.

No. 4 - Latour: Rondo from Sonata no. 4
Most pieces of music have been written according to a pattern, which
means that the various sections follow each other according to a fixed
scheme.
Characteristic of a rondo-pattern is that the initial melody (the rondotheme) keeps returning with different interludes to provide variety. In a
large-scale rondo such a principal theme may return 4 or even 5 times.
In this rondo it happens only twice: bars 1-8 (with repetition); then from
bar 17 to bar 24.
In the last part mind the repeat signs: after bar 28 repeat bars 25, 26 and
27, then play from bar 29 to the end.
It is very important that you learn to follow such signs in the correct way.
If you take notice of them from the start and perform the music as they
indicate, you should soon learn to see what is meant at a glance.
The left-hand part is very regular and the runs for the right hand should
not produce any difficulty provided you use the correct fingering. Make sure
that the broken chords of the accompaniment remain in the background
and that you do not play the notes for the thumb too loudly.
Count carefully in bar 31: in a piece with many quick notes, mistakes are
often made in the timing when suddenly notes of longer duration appear.
These are often played more quickly than is correct. Just count the
preceding bar (30) as a 4-beat unit (as is indicated next to the stave). The
notes in bar 31 should last for 2 beats each.
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Have your hands ready in time to play the chords halfway through beat 31.
The notes on beat 1 should consequently end a little sooner.
This rondo is found in one of 4 sonatas by Latour, published by us (cat. no.
11927). They are musically very attractive, and can be performed by
beginners since they are fairly simple technically.
While they are original works for piano, it goes without saying that when
playing them you should make use of the special possibilities of the piano:
clear differences in volume for both hands, crescendos when the melody
rises, and so on.
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Fingering
We have repeatedly urged you to follow the indicated fingering closely and
as long as the music was simple this should have been possible for each
student.
A student, however, with very small hands, may have been forced to
deviate from the fingering indicated. Accordingly, as the fingering becomes
more intricate, the shape of the hands becomes more important.
Something which does not produce any difficulties for one student is quite
impossible for another.
A broad hand with fingers which are not too long is the most suited to
piano-playing. A broad hand can give the playing of chords a fuller tone,
and short fingers can move more easily in between the keys than long ones.
It is unfortunate that not everybody has such ideal hands so that therefore
it is impossible to prescribe exactly how a certain part should be played.
However, you should not deviate from the indicated fingering unless you
are quite sure from a lot of practice that you cannot apply it. Try to discover
why the particular fingering of a certain piece of music was chosen. Try to
discover the connection between articulation (musical ‘pronunciation’) and
fingering. If 2 notes are to be connected, they should generally not be
played by the same finger. Sometimes you will discover after a few beats
or even a few bars why you had better start with one particular finger. In
runs it is better not to use the thumb for the black keys (among other things
this is to make it easier for the thumb to pass underneath the fingers and
the reverse).
All these rules together fix the choice of one particular fingering which, for
normal hands, should be the best. So, do not be in too much of a hurry to
change it.
There are some fixed rules from which people with normal hands should
never deviate. We mean the fingering of scales and chords. You should
know them by heart.
It may often happen that in a certain case various fingers can (and may)
be used. The shape of the hands decides in this case which finger is used.
Never use one finger one time and another time a different one. You should
keep to a fixed method or you will never be able to perform standard chords
like these fluently. You could cross out the fingering you do not use and
write in the fingering which is easiest for you.
It is also a good idea to write out the fingering of pieces in which it is not
indicated, so that you are quite sure which fingers you must use while
playing. Having chosen one fingering stick to it.
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No. 1 - Major triad of G
Again, there is no scale in this lesson. We advise you, however, to repeat
some of the scales from previous lessons; that of G (lessons 19 and 20)
however, is a necessity. Try to play them by heart, together with no. 1 of
this lesson, the major triad of G. Do not forget to keep your wrist relaxed
while playing.

No. 2 - Robert Schwalm (1845 – 1912): Canon
This piece has been composed in a very special way. First play the notes of
the first phrase for the left hand and then those of the first phrase for the
right. You will hear that both hands play the same. The right hand, however,
starts one bar later and imitates, as it were, the left hand. This goes on all
through the piece, until in the last few bars a suitable finish has to be played.
A piece of music in which several parts, starting one after the other have
the same melodic line, is called a canon (accent on ‘ca’).
This is a canon for two voices. There are also canons in which three or more
voices start one after the other.
The beginning of each new phrase should be made very clear, especially by
the left hand.
Do not play the first note of each phrase too softly; the more so as the
phrases start on the first beat, so with an accent.
Here the left and right-hand parts are of equal importance. This sort of
music in which 2 or more equal voices occur, is called polyphonic music.
Bach and his contemporaries, in particular, were masters of composing in
this style.
Every now and then try to listen to such music and follow the voices (equal
or not equal). This is an excellent training for your musical ear, and you will
soon learn to distinguish the individual parts. In this way you can find more
and more pleasure in such music.

No. 3 - Breslaur: Evening Prayer
In this piece it is important that you strike the notes of all the chords exactly
at the same time. Try to make a deep, rich tone by pressing the keys down
as far as they will go. Use the weight of your hand, so that it seems that
when you are keeping the keys down, the fingers carry the hand.
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In bars 4 and 10 you will see a line in between the note for the right hand
and the next one for the left. This means that the voice for the right hand
is to be continued with the indicated note by the left hand (f).
This f played by the left hand belongs to the chord for the left hand, but it
forms at the same time the last note in a phrase in the right hand. So, it
should be played clearly and also be joined to the preceding melody-note,
which ends at the same moment (see the pause).
The fermatas to bar 8 mean, as you may remember, that the notes to which
they apply are to be held a little longer than the note-values indicate.

No. 4 - The old folks at home
This American plantation song, as it is called, has a melancholy character
which is often found in songs like this. Try to let the melody dominate over
the other voices. The ‘counter voices’, played by the right as well as the left
hands, should remain in the background.
In bar 1 the leading melody starts with a note of 2 beats while the left hand
starts with the figure: 3/4 + 1/4 beat. Do not give the 1/4 beat note too
much emphasis and play the whole tune in such a way that the melody
note is clearly audible above the others. Play the first bar separately for
each hand a few times, until you are satisfied with the sound and can clearly
hear the melody dominating. So, you had better practise the right-hand
part separately too in order to check whether the melody notes in each
phrase sound legato.
At the end of bar 14 you will find something special: just before beat 1 of
bar 15 the little finger of the left hand passes underneath the ring-finger.
When you play the left-hand part in bars 14 and 15 on its own you will see
that it is quite easy because the little finger is shorter than the ring-finger,
and also the latter is on a black key, which is higher.
This song should be played in a moderate tempo (something like andante);
at first though, play just a little more slowly than that, so that you can pay
sufficient attention to technique and correct performance.

The compass of the tonal system
Middle c (next to the dotted lines on the stave) is also called once-accented
c. The octave that starts with this c is called the once-accented octave. This
also contains the once-accented c-sharp/d-flat, d, d-sharp/e-flat etc. up to
and including b. We write this c’, etc. Then the c follows which is one octave
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higher twice-accented c or c’’. In this way we can give each octave its own
name in order to be able to distinguish them according to their pitch.
In music about 9 octaves are used: anything which is higher or lower than
these can hardly or not at all be heard by man. The names of these 9
octaves are as follows:

Now find out for yourself which of these occur on your piano or keyboard
completely or in part.
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This week repeat the scale of D in particular and also practise it in the
rhythm of 3/4 + 1/4 beat notes as in the scale of lesson 41.

No. 1 - D major triad
When playing this triad you must place your hands on the keyboard a little
farther away from your body, in such a way that you can just press the
black keys at their ends with your little finger and your thumb. Then you
won’t need to move your hands forward each time you have to strike the
black keys in this triad with the little finger or the thumb. The only
movement your hands should make is spreading or contracting.

No. 2 - Chromatic scale
This scale is easy to remember since it contains all the 12 notes of the
octave. So, there are only semi-tone intervals throughout, and the
succession of notes remains the same (all the white and all the black keys),
no matter with which note one starts. The fingering is also quite easy: the
middle finger on the black keys and the thumb on the white ones; only
where there is no black key in between two white ones (b - c and e - f) do
you use your forefinger as well (for c and f).
There are also other ways of fingering this scale, but they are not used very
often.
It is important for you to practise this scale well, as you will find ‘chromatic
passages’ in many pieces of music.

No. 3 - Etude
For this etude it is also essential that you should have studied the scale of
D thoroughly, since the passages for the right hand are built up of the notes
of this scale.
When playing these passages give an accent to each note which starts on
a full beat (the first note of each group of 4 notes). In this way it should be
easier for you to play regularly.
Try to eventually play this etude in quick tempo, so that you can really hear
a 3-beat rhythm. Remember to lift your fingers up high.
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No. 4 - Damm: Prelude
This piece is not difficult as for as technique is concerned, but the way you
play it is important.
The groups of three connected notes sound best when you give
the last note an accent each time. Do not forget to play them
shortly.
All other notes with a staccato dot should be played pointedly. The notes
for the left hand should be played clearly.
You must always be on the lookout that the music you are playing does not
sound uninteresting: you can prevent this by varying the volume and the
touch (short or legato, etc.).
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No. 5 - Plattler
When playing this Austrian dance, you can imagine the ‘oom-pah-pah’ of
the wind-instruments which are often used for the performance of this
dance. The Plattler is in a 3-beat rhythm, just like a waltz, but the
accompaniment should, however, be a little more emphatic and heavier
than that of a waltz.
Count accurately, especially while playing the introduction (the first 4 bars).
The composer’s intention is that, for example, the notes in bars 1 and 2
should last exactly three beats instead of your just continuing them for a
while! The triplet in the anacrusis should last exactly one beat. Count as
follows: THREE-and-a; ONE.
This piece should be played in a rather quick tempo, but steadily. You
should not find the passages for the right hand particularly difficult if you
use the correct fingering.
In the passage from bar 5 to bar 20 you will see a pause at the end of each
run. Make it clear that there is a short interruption each time: this should
help to make the piece sound lively.
In a quick piece of music like this it is difficult to make the repetitions follow
without unnecessary interruptions. While you are playing the notes on beat
1 of bar 20 you should already be trying to remember where you have to
go on with the next section (bar 5): and similarly during bar 19 the second
time round, you should be preparing to go on from the first beat of bar 21.
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Practising
We discussed this subject before in lesson 32. It is, however, so important
that we want to give you some more directions for your practice. You will
only learn to play well if you practise a great deal. Therefore, make it fun!
Students who do not like to practise are always impatient, and tend to be
much too easily satisfied with their attempts at playing a piece correctly.
Their idea of ‘practice’ is to play one piece of music after another with
numerous hesitations at the difficult spots. It is true that by doing so these
difficult parts are repeated each time, but also the parts which they do not
find difficult. It is much better to use the time for the difficult parts only.
It is worth asking yourself: “Why do I falter at these places each time?”
One possibility is that you are using an incorrect or inefficient fingering,
and that these difficulties will vanish as soon as you use the correct
fingering.
However, if the passage in question is really more difficult than the rest of
the piece, do not just neglect it but give it some extra practice. Underline
a passage like this and play it in slow tempo. Each time before playing a
new note you should wait until you know exactly what movement you
should make, which fingers you should use, etc. Only then can you perform
that movement and strike the following key (or keys) firmly.
You should practise this sort of passage a number of times in this way: and
then again the next day. If you do the same with the other passages you
have underlined, you will see that you can play them automatically
surprisingly soon. This is because when you practise slowly and attentively,
your brain gets plenty of time to take in and remember how it should be
played.
You should know that all the movements you make are not actually
performed until a ‘signal’ has been given by your brain. However, when
these movements have often been repeated in the correct way, they will
eventually become an automatism, without your having to think what you
have to do next. The signal itself comes automatically, in fact. A good
comparison is with someone who is learning to cycle, or drive a car, and
does not know how to stop or steer in an unexpected situation. Someone
who has practised this for a long time will automatically do everything right.
And yet this person also has had to learn all these actions one by one.
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In conclusion some more indications to follow:
1. If possible, practise as much as possible with both hands together.
While one hand is playing something difficult the other hand need not
remain inactive.

2. Always practise a big skip forward and backwards. For example,
this should be practiced
like
this
etc.
For other difficult
changes you could try to
think up an exercise in
which the difficulty
is repeated. You can also make something easier
or more difficult by
playing it in another octave.
3. Practise small sections at a time: e.g. one or two bars thoroughly,
then the next one of two and so on.
4. Concentrate on what you are doing; do not think of other things at
the same time.
5. When you have been practising for some time and you notice that
your attention is starting to flag, take a short rest.
6. Never practise a difficult part too long at a stretch. You will master it
sooner if you work at it for a short time only, but frequently.
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No. 1a - Scale of a minor
In this lesson we start playing or rather practising the minor scales, for
there is little point in just playing them casually.
The pattern of the minor scale, which indicates the distances between the
tones, is: 1 – 1/2 - 1 - 1 - 1/2 - 1 1/2 - 1/2. This is called the harmonic
minor scale - (different to the melodic minor scale, which will be explained
later on). The fingering of this scale is similar to that of the major scale you
already know. The only unusual thing is the big interval of 1 1/2 between
the 6th tone and the 7th.
Practise this scale in the usual way: regularly, clearly, with a firm touch
(which must include the ring-finger and the little finger) and after touching
the keys lift the fingers up high. This should not be done too slowly because
in that case the tone might be continued and sound at the same time as
the following one.
So, practise this scale, very slowly a number of times and be careful that
at the instant you strike a key firmly, the finger which struck the previous
keys goes up. And keep your fingers well bent.

No. 1b - Broken triad of a minor
Just like the major triad, the minor triad consists of the 1st, 3rd and 5th
tones of the scale. The difference is that the major triad is built up of a
major + a minor third (do - mi - so) and the minor triad of a minor + a
major third (la - do - mi).
Just play:

(major) and then:

(minor).

You should be able to hear the typical difference; the latter chord sounds a
little melancholy.
We are going to double one tone of the triad now (that is, to repeat it one
octave higher). Just look at the first chord in bar 1: a - c - e - a
(fundamental position). The first note, ‘a’, occurs a second time in the same
chord, but one octave higher. In the following 1st inversion: c - e - a - c, c
is doubled; in the 2nd inversion: e – a – c - e, e is doubled.
Since you are playing 4 notes in a chord, the fingering is different too. Now
play. no. 1b slowly and attentively with each hand separately. You will
notice that sometimes the 3rd and sometimes the 4th fingers are used.
Here again this depends on the interval to be) played: when the distance
to the little finger is a third (here with one intermediate white key) the 4th
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finger is used; when the distance to the note for the little finger is a fourth
(here with two intermediate white keys) the 3rd finger is used.
Since the hand has to be firmly spread here, many people are inclined to
play with tense fingers and wrist. This, however, makes it even more
difficult! If you relax your hand and give a little with your wrist your
movements should be much more supple and easy.
For the time being play this triad with one hand at a time, so that you have
time to remember it well.
No. 2 - There was a jolly miller
In this piece there are no quick passages, but it is still not so simple. Try
to play legato and at the same time let the melody dominate. This latter
implies that, when you are playing two notes at a time with the right hand,
one (the highest) should sound louder than the other. Focus your attention
mostly on the louder melody note, and concentrate the weight of your hand
as much as possible on the finger playing that note. In this way you will
see that, for example, at the end of bars 4 and 12 you can still hear the
melody note ‘a’ you played on beat 1.
Practise each hand separately; in the 2-part passages for the left hand play
the bass-notes a little more loudly while, in those for the right hand the
same applies to the melody notes.
‘Join’
It is possible practically every time to join at least one note to the
following one. Read again the explanation on this subject in lessons 21 24 and practise the related exercises. By repeating such exercises, you
will learn to play the piano well. So do take the trouble to look up these
lessons.
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No. 3 - Wanhal: Sonatina
This sonatina consists of a moderately slow first part and a rondo which is
played a little more quickly.
Although the notes of this piece are not especially difficult, there is still
some explanation necessary about the performance. Small things, but they
help to decide whether your playing sounds beautiful or somewhat less than
beautiful.
In the first section andante cantabile (at walking pace, melodiously),
groups of notes occur in the right hand which are joined to each other 2 by
2. The 2nd note under such a slur should be played a little shorter and
lighter than the first one, which should be started clearly each time. Be
careful that the left hand does not do this! It must play the accompaniment
figures legato, with a light accent on the first beat of each bar. The lefthand part should be played a little more softly than the right-hand part.
Only in bars 9 to 12 may the left hand sound a little louder, since it should
have the effect of a countermelody here. Try to listen to this carefully. This
part, from bar 9 to 12, should sound softly (dolce = sweet). The following
bars, 13 to 16, are the same as bars 5 to 8. These should be played forte
(loudly). The difference must be clearly heard.
An attractive and effective finish can be produced by playing the chord on
beat 3 in bars 8 and 16 of the right hand shortly and more softly than the
preceding chord.
It is easiest to do this with a supple movement of the wrist, so that when
you strike the 1st chord the wrist moves down, actually ‘sags’, until the
upper side of the wrist is about as high as the keys. The full weight of the
hand should lean on the fingers which are pressing down the keys.
From this position of the hand you then strike the second chord and at the
same time the wrist goes up again; just high enough for the fingers not to
feel the keys anymore. They hang loosely just above them. The wrist should
be about a finger’s length higher than the keys.
No. 3a and 3b give you a good opportunity to practise this way of playing.
Each hand should be practised separately, in a very slow tempo. By doing
so you should not only acquire this useful technique, but this ‘learning to
relax your hands’, will also benefit other kinds of technical problems. If you
find that your hands are rather stiff, it is advisable to play these exercises
daily for some time, and to read the explanations regularly too.
No. 3a is the easier piece. The groups of 2 chords can be joined together
without difficulty. Between these groups you make a short break. In bars 1
and 2 this is indicated by pauses to make it even more clear.
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No. 3b is a little more difficult, because you can join only one note of the
pairs of chords connected by slurs. The thumb should move one key each
time: while this is being done, the little finger should continue to press its
key down, only releasing it when the second chord is played.
Apart from this you play it in the same way as no. 3a.
You should be careful with the timing in the rondo of no. 3. You should
count: 1-and, 2-and, etc. Halfway through beat 2 (at ‘-and’) you play a
chord with the left hand each time.
The first note, of the groups of 2 notes which are joined to each other in
the right-hand part, should have a very light accent, while the second one
should be sounded a little more softly.
Note the staccato-dots, e.g. in bar 10 and 11, 19 and others. Play these
notes really short and keep them equal. Make the short taps with your
fingers only: the rest of the hand remains still.
You should clearly hear a pleasing contrast between e.g. bar 10 and bar
12: the same notes, but in the first case they are short and in the second
case they are joined to each other, 2 by 2.
Fortissimo
In bar 19 you see an expression which we have not used before yet: ff
= fortissimo = very loud, indicating the volume of sound. This is even
louder than forte. In contrast to this, bar 23 and onwards should
suddenly sound soft, until the two finishing chords conclude the piece
forte.
Now check once more whether you are playing the bars of the rondo in the
correct order: a. bars 1 to 8; b. bars 1 to 7 + bar 9; c. bars 10 to 17: d.
bars 10 to 16 + bar 18; e. bar 19 to the end. All these should be played
without any interruption, so watch out for the repetition marks and look up
the bar with which you must continue in good time. You should always be
farther ahead with the reading of the notes than with their playing.
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Minor scales
In lesson 17 you learnt that the tune ‘do-re-mi-fa-so-la-ti-do’ is the same
as the major scale. If we start this tune on the white keys with re instead
of with do, until the following re, it sounds quite different. This is because
the semi-tone intervals mi-fa and ti-do do not come in between the 3rd and
4th tones and the 7th and 8th ones, but in between the 2nd and the 3rd
tones and the 6th and 7th ones in this ‘re-scale’. If we start on mi, it is
different again. So actually, these are all different scales, with different
fundamental notes. Since the melodies of the middle ages (for the greater
part ecclesiastical music) are all built up of these scales, they are
sometimes called the ecclesiastical modes.
Of all these scales only the major and minor scales eventually remained in
general use. (Nowadays, however, some composers have chosen to use
the ecclesiastical modes again).
The minor scale comes from the scale starting with ‘la’; the aeolian mode,
as it is called. We can make up the la-scale with the same notes you already
know, from the major scale of C, (the key of C).

You see here that the la-scale starting with a, has the same notes as the
do-scale starting with c. In this way you can derive a minor or la-scale from
each major scale. Keys in this relationship are called relative keys.
The characteristic difference between major and minor is that the major
scale has a whole-tone interval twice from the 1st to the 3rd tone, a major
third, and the minor scale a whole + a semi-tone interval, a minor third.
This difference is also indicated by the use of a capital (major) or a small
letter (minor) for the fundamental note.

6

Piano Speelplezier, Lesson 45
If you read e.g. something about a piece of music in C (capital), you know
that a piece in C major is meant. If, however, e.g. ‘sonatina in a’ is indicated,
(small letter) it means that the piece is built up from the scale of ‘a’ minor.
If you look at the scale of a, at the bottom of the page, you see that one of
the notes does not occur in the relative key of C major. The g of the C-scale
is replaced by the tone which is a semi-tone higher.

Instead of

it is

.

This was changed in the course of the years in order to get a semi-tone
interval from the 7th to the 8th tone, the same as in the major scale. This
is called the leading note, since this semi-tone interval leads as it were to
the 8th tone (that is the fundamental note again). Just play the la-scale as
it appears in the first example, and then play it the way it is changed, so
as to use the leading note. The latter way gives you more the impression
that the scale is ‘finished’ there. This is called the ‘harmonic minor scale’
and the pattern as we now have it is as follows:
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