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% PREFACE %

Vo -
| LTHOUGH “Henlein’s Complete Modern School

for Guitar” has given entire satisfaction for twelve
years to thousands of teachers and pupils, the
author, since writing the above named school,
having had twelve more years expetience as teacher and writer,
feels the want of a method more modern, containing more ex-
ercises for the right hand, and more melodious exercises specially
- arranged and adopted for the Teacher and Pupil.
Atrtranged so that the method can be taken from the first page,
progressing in an intetesting and popular manner to the very
end, containing all the requirements essential to teacher and
pupil. To meet this demand for himself and other teachers,
has induced him to write this “New Melodic School
for Guitar” and he hopes that this work may relieve them.

Every branch, from the most elementary to the most ad-
vanced, has received careful attention; advancing the pupil in a
popular progressive manner from the first lesson in the rudi-
ments of music to the performance of the most difficult com-
positions.

In the first part of the book he has placed only the most
necessaty tudiments of music indispensible to the beginner, and
as the pupil progresses, they will be found in the body of the
work illustrated with melodious examples.

This method is not a revision, or addition to the old book,
but an entitely new work. - Every exercise, piece ot song is new
~ and orignial; composed especially for this method by
THE AUTHOR,

/%//M. /g/méyw




DIAGRAM OF THE GUITAR FINGERBOARD.

Showing the Natural Diatonic Scale and the Chromatic Scale on each String.
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“RUDIMENTS OF MUSIC.”
THE NOTES.

Musical sounds are represented on paper by open ovals (o ) and black round dots ( @) called notes, which are placed
upon and between five lines, called a staff. Notes are named from the first seven letters of the alphabet, A, B, C,
D, E.F.G. The foregoing letters are repeated in the same order, when a passage extends to eight-or more notes.
As the cighth tone sounds like the first, only eight tones higher, the extent of eight notesis calledan octave, A,B.C.

D.E. F. G. A. B. C. Etc. From A to A one octave, or B to B or C to C, etc.

THE STAFF.
[me  Space

— *
Is- composed of five lines and four spaces, the lines and spaces are numbered from the lowest upwards. "“g i
P— —g—%
The Notes are written on the lines and spaces, thus: p—. —,

In order to represent higher or lower notes than those written on the staff, short lincs, called “Ledger Lines,” are

added above or below the staff.  They are numbered upward when above the staff, and downward when below

the staff.

Ist ledger line above. . 2d ledger line above., 3d ledger line above.| 4th line above, the compass of the Guitar.

o — j

il

4th line below, the lowest compass of Guitar.

1st ledger line below. ' 2d ledger line below. | 3d ledger line below.

Notes are written upon and between these ledger lines, thus:
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THE CLEF.

The Clef, is a signplacedat the begining of a staff, to determine the names of the notes, the G, or treble clef &

the only one used in compositions for the Guitar.

The Names of the Notes in the G. Clef.
G

, EF G A BCDETFGABCTDEF
¥ 11 - %
¥ s : | 1

1 1
1 |

CEE ¢ ° —

b A
The names of the notes should be memorized in seperate branches.

%nd the Line Notes. | E G B D F A C G
= e = ==

5 - — —
F AC E E GBUDF F

The notes below the staff, the Space Notes,

W



EXERCISE FOR NOTE READING
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Relative Value of Notes

We use in music seven different kinds of notes, to show the length or duration of sound. The “Whole Note” 0)
represents the longest sound, and is determined by counting “four.” A “Half No:[e"(a ) (stem can be turned up or
down) represents one-half the length of sound as the whole note, or while we count “two.” The “Quarter Note” (J)
receives but one-fourth the time as the whole note, or one-half of the value of the half note, or one count. The
“Eighth Note"() )is one-eighth as long as the whole note, or one-half as long as the fourth note. The “Sixteenth
Note"( )is one-sixteenth as long as the whole note, or one-half as long as the eighth note, or one-fourth as long as
the fourth note. The “Thirty-second Note "( )is one-half as long as the sixteenth note, and the “Sixty-fourth
Note "( ﬁ is one half as long as the thirty-second note, or sixty-four to make the value of one whole note.

When several notes of the same value follow in succession, they are usually connected by bars in this manner:
Eighth notes with one bar,thus: w Sixteenth notes withtwo bars:g'ﬁ'rhirty-secord notes with three bars:

g%‘ Eighth and sixteenth notes are corrected in this manner: Lg Lé' E; w m

Relative Time Value of Notes

1 2 3 4
One Whole Note
7]
is equal to
I 2 3 4
Two Half Notes, —
P, yzs
or f
1 2 3 4
Four Quarters,
or o — £
; ! | :
I 2 3 4
Eight Eighths,
or £ s |
- — T 1 1 T D] |
’ — "~ i— T
1 2 3 4
Sixteen Sixteenths,,
or " e A Jﬁ—_—
Thirty-two I 2 3 4
Thirty-secon: s, ;

7ER A / 2 7Y
NS i ===

Sixty-four Sixty-fourth notes( E) . which are equal to one whole note



THE VALUE OF THE “REST”

Each’ note has its corresponding rest, or silence, which has the same relative value as the note it represents.

1 N N N 3
N

- o 1 1)

—t
o o — —a— —2 =

Whole Rest| Half Rest | Quarter Rest | Eighth Rest | Sixteenth Rest | Thirty-second Rest| Sixty-fourth Rest
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THE KEY

A key, in its musical sense, is a family of tones bearing a certain fixed relation, one to another, the first of which is
called the Key Note. For example: the key of C consists of all the tones whose names are C, D, E. F, G, A, B.
natural. The name of a key is indicated by the “Signature.” This signature is a certain number of sharps #

or flats b next to the clef, at the beginning of a composition, or by the absence of sharps or flats, which indicates
only the key of C, sometimes called the Natural Key, on account of the absence of these sharps and flats. There are
two kinds of keys, the “Major” or principa! key, and its relative “Minor” key, which has the same signature as its
Major key. (To distinguish the Major from the Minor keys and the order of intervals which determine whether the

key is Major or Minor, is fully explained in the article on Intervals and Minor keys, page 34.)

THE SCALE

A scale is a succession of tones consisting of the notes of a key, beginning and ending with the key note. There is
a Diatonic and a Chromatic Scale. The scale is Diatonic when the five whole tones and two semi-tones, which com-
pose it, succeed each other regularly and in the natural order, ascending or descending. It is Chromatic when the five
whole tones of the Diatonic Scale are divided into semi-tones, so as to form twelve of these within one octave.

In the Diatonic Scale the two-semi-tones are found between the third and fourth and the seventh and eighth degrees
in the Major key, and between the second and third and seventh and eighth in the Minor key.

DIATONIC SCALE IN C MAJOR

CtoD DtoEEtFFtoGGtoAAtoBBtoC CtoBBtoAAtoGGtoFFtoEEteD Dw0C

Whole |Whole | Half [Whole [Whole|[Whole| Half | Half | Whole| Whole|Whole | Half [Whole | Whole
fonz tone | fone | tone | tone | tone tone tone tone | tone | tone | tone | tone ‘ tone
f :
y - T +—T— ] = 7 re) = T i | —
[ fam Y | ] = 74 | 1 1 o 7 P! 1 | L !
P2 a = i ] 1 1 Ao ¥l Pl [ |
J G 7 v T T 1 T & & -

Ist 24 3d 4th 5th  eth 7th  8th 8h Tth 6th Sth 4th  3d 24 st
degree aegree degree degree degree degree digree degree degree degree degree degree degree degree degrec degree

The Minor and Chromatic Scales will be explained with their respective exercises and pieces as the work advances.)




THE GUITAR.

The Guitar, as shown in the cut below, is the one in common use. The Guitar has been used
for centuries in various shapes and under various names. It probably came from Persia, where it is
known as “ Tar,” or “ Si-tar,” and had only four strings; passing from there to Spain, where it was
improved, and another string added; later on, the sixth string was added in Germany. It is most
extensively used in Spain and Portugal, where one can see laborers taking their Guitars to work with
them, and play while taking their noon-hour rest. In Spain, however, it is used mainly to accompany
the voice—its sweet melodious tones making it an excellent accompaniment to the voice. But in this
country, and also in other parts of Europe where some of the greatest composers, such as Beethoven,
Mozart and Weber, have written for it, it is used as a solo instrument, and takes both solo and
accompaniment parts in the many orchestra clubs.

THE DESCRIPTION OF THE GUITAR.

The Guitar comes in three sizes, viz: The Terz, or third size; the Medium, or standard size,
and the Concert size. The Terz Guitar is tuned one and a half tones higher than the Standard size. It
is used for duett playing and by children with small hands. The Concert size gives a full loud tone,
and is mainly used in mandolin and guitar clubs, but is too large for a lady to handle. It is tuned to
the same pitch as the Standard Guitar. For ordinary use the Medium or Standard size should be
selected in preference to the Terz or Concert sizes. In a club where two, three or more guitars are
used the different sizes may be used to advantage. The Guitar has six strings, and consists mainly of
the body, head, neck and fingerboard, as shown above. 1 is the head; two, screw for the G or
third string; 3, screw for second or B string; 4, screw for first or high E string; 5, screw for fourth
or D string; 6, screw for fifth or A string; 7, screw for sixth or low E string; 8, nut; 9, frets
(1to 18); 10, fret spaces (1 to 18); these spaces are known as Ist, 2d, 3d, etc.; 11, position marks;
12, neck (the underpart); 13, fingerboard (the upper or fretted part of the neck); 15, sound board;
16, sound hole or rosette; 17, bridge; 18, pins for plugging the strings (these pins are not needed on
instruments using all steel strings and having a tail piece; in this case the strings pass over the bridge
and fasten to the tail piece); 19, button or end pin; 20, side of guitar; 21, back of guitar (opposite the
sound board.) The sides, back and sound board form the body of the guitar; the head is known as
the upper part; the button is the lower part.
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SELECTING A GUITAR.

When selecting a Guitar choose the Medium or Standard size, unless a Terz or Concert size is
wanted for some particular purpose. Get a well-made instrument, and buy only the best makes, which
will not ordinarily cost over $10.00; but it is not necessary to pay a very high price for a good instrument,
as the ornamentation does not add to the tone. See that the neck is straight and not warped; test the
frets to see if they are perfect and that they do not rattle. The frets should be well rounded at the
edge, so that the hand may glide up and down the fingerboard with ease, and without hurting the
hand. For easy and correct playing, the strings should lie close to the fingerboard, and should be no
higher than necessary to prevent rattling against the frets—about one-sixteenth of an inch above the
fingerboard at the nut and one-eighth of an inch at the twelfth fret. If the strings are raised
too high it hurts the fingers, and the extra tension gives a false tone. See that the strings rest firmly
in the notches of the nut and bridge; that the notches are rounded evenly, and so arranged as to allow
the two outside strings to run parallel with the fingerboard at about one-eighth of an inch from the edge.
Test with good strings; you cannot get perfect tones with false strings.

CARE OF A GUITAR.

A fairly good make at $10.00 to $25.00, if properly strung and cared for, will give more satisfac-
tion than a finer instrument poorly strung and neglected. Never expose your Guitar to the extremes
of heat, cold or dampness. Sudden changes from cold to heat should be avoided—dry wood absorbs
moisture, and a sudden change in temperature swells the wood, warps it, and causes it to crack.
Steam heat is very injurious. Always keep your instrument when not in use in a case, and in winter,
when taking it out in the cold, wrap the instrument in a cloth before placing it in the case; it will
protect the instrument and preserve the strings.

STRINGS.

The strings should be renewed every three or four months, as they lose their power of resonance
after being stretched for several months. The best strings, are a good quality of gut strings for the
high E and B (Ist and 2d) strings, and the compound strings for the G, D, A and E (3d, 4th, 5th
and 6th) strings. These compound strings are made with a steel centre, spun with silk, and wrapped
with silver wire. This combination of strings will give better results than all steel, or gut and silk
basses. The silk bass strings, as a rule, sound too dead; haven’t enough power, and usually break
in a very short time. The all steel strings should only be used on a Guitar specially made for them,
with a special tail piece. The tension from a set of these strings is very great; as a rule it will warp
the neck, and consequently falsify the tones, or pull off the bridge of the regular guitar. No maker
will guarantee a Guitar to stand the pressure of all wire strings, unless the instrument is specially make
for them, Never mix the style of strings; use either gut and compound, or all steel strings, as the
different styles cannot be tuned to harmonize evenly, and also interferes with petfect fingering. For
a Terz Guitar select light strings; for a Concert, select heavy ones, and always buy the best strings;
they are more liable to tune perfectly, will stand at concert pitch, last longer, hold their tone better and
be cheaper in the end than the so-called cheap strings usually purchased.



STRINGING THE GUITAR.

When stringing the Guitar, make a knot or two in one end of the string and fasten to bridge by
plugging it in the proper bridge hole; press the pin down tight, so the string can'’t slip out. Steel
strings have a knot, and are simply placed in the bridge hole and fastened down with the pin. If
the Guitar has a tail-piece, the string is placed through the hole in tail-piece (the knot will hold it in
place), then pass the other end of the string through its screw hole; pull the string tight, wind it half
around the screw and pass it a second time through the same hole. If the string is too large to pass
twice through the same hole, pass it through once, then twist it so that it will wind over the end and
bind it. This will prevent slipping. Always wind the string over the screw, and not under it.

TUNING THE GUITAR.

The Guitar has six strings, tuned to represent the sounds of E, B, G, D, A and E. The low E,
(or sixth string), being two octaves lower than the first or high E. To harmonize with other instru-
ments, the A, or fifth string, must be tuned to a recognized pitch, and the other strings must be tuned
to harmonize with this sound. Small instruments, called tuning forks, or pitch pipes, are used to give
this pitch. There is a concert pitch, or high pitch, and the “international ”” pitch, which is about one-
half tone lower than the concert pitch. For beginners this “ international” pitch is preferable; because
- the strings are then tuned lower, and consequently softer and easier to handle; does not make the fin-
gers so sore, and preserves the instrument and strings better than the concert pitch.

Tune the A bass, or fifth string, to the sound A “international” pitch pipe, or, when playing
duetts, tune the A, or fifth string, to the low A on the other instrument, then press this fifth string
firmly in the fifth fret, which will give the tone D, to which the open D, or fourth string, is to be tuned
in unison. The finger is then placed in the fifth fret of the D, or fourth string, which will give the
sound G, to which tune the open G, or third string. Next press the finger in the fourth fret of this
G, or third string, which will give the sound B, to which tune in unison the open B, or second string.
Then place a finger in the fifth fret of this B string, which will give the tone E, to which tune in uni-
son the open E, or first string. Then tune the sixth string by pressing it on the fifth fret, which should
sound the same as the spen A, or fifth string.

TUNING BY COMBINATION PITCH PIPES.

If the pupil finds it too difficult to accurately tune the Guitar by the foregoing method, tuning by
the combination pipes would no doubt be more easy, and could be practiced until the pupil can recog-
nize the correct sound of each string. These Guitar combination pipes can be procured in any music
store, and give the sound for each string—one pipe for each string—E, B, G, D, A, E.

TUNING TO PIANO OR ORGAN.

The Guitar, when tuned to piano or organ, must be tuned one octave lower than the written
notes. To avoid the use of two clefs (bass and treble), Guitar music is written in the treble clef, just
one octave higher than the actual sound of the notes. The necessity for writing an octave higher
arises from the fact that the lower notes could not be represented on a single staff.

11
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Tune
Guitar [to Piano| Guitar |to Piano || Gutar | to Piano || Guitar | to Piano | Guutar | to Piano , Guitar [to Piano
. E 6th Bass E WA 5th| Bass A WD 4thl Bass D || oG 3d| G B2, B oE Isti, E
17 AT 7 AT - A Fax 7 o - y's y i —— "
N om - i . TN T N1~y N
Py S N R L P g
¥ E A D D G G B : E E
: VING THE TUNING
After tuning the Guitar, test the tuning by sounding the following octaves:
. A A B B D D E E E E
7] 1 Py - Y ] .
@:i i e i r ‘{ I _i —
v oo g & [ o v + =
& R4 — [
@ 1z

Diagrams locating the above notes. Open strings are indicated by this sign (0 ). The black dot ( ® ) shows the
string and fret to be pressed by the 2d or 3d finger of the left hand. The two notes written on the same stem are

sounded together.

Strings E.A.D, G. B.E Strings
6543 21 654 3211 654321 654321 654321

ut
OA DB D E® OE
[st
fth ( i { !

A B E E
2d _
fret 2 2 2 2
3d
fret 3 3 | 3 ! 3 !

When two strings are tuned in unison, one will vibrate when the other one is struck. In this way the pupil can test
the tuning by observing if the string being tuned will vibrate when snapping the other string, giving the same sound.
New strings always stretch after tuming, and usually require two or more tunings at intervals before they will stand
the strain. Strings are sometimes false. If defective, they will not accord, and must be replaced by new ones.

Strings should be renewed every three or four months, as they lose their tone and vibration with tension and exposure.

ADDITIONAL STRINGS.

Some Guitarshaveadditional bass strings added to the six regular strings. These bass strings. which are only played
open . are usually tuned to low B. or Bb. low F. low G. or Ab. low D. or Eb.  Some instruments have contra bass
strings added to these. usually they are tuned to F. C. D. or G. one octave lower than the ordinary low tones of these
notes. [ hese added bass strings are not necessary. as all these tones can be produced on the ordinary guitar, but
are only added to give more power, and to simplity. They are mainly used in Mandolin and Guitar Clubs and
Orchestras, lor greater power n the basses, and to simplify the more difficult chords.



MANNER OF HOLDING THE GUITAR.

There are three methods of holding the Guitar when seated.

THE FIRST METHOD.

The old method, still used extensively in this
country, and almost universally in Europe, consists
of holding the Guitar by resting the left foot on a
stool, place the Guitar on the left thigh, extend
the right foot outwards. The right arm is to
press tightly on the Guitar above the bridge, so as
to balance it, and thus enable the left hand to slide
up and down the fingerboard with perfect ease.
The objection to this method of holding the
Guitar is, that it is not considered a graceful
position, specially for a lady, and that it requires
a foot stool.

THE SECOND METHOD.

This method of holding a Guitar consists of
holding the instrument in the lap of the performer,
with the neck projecting upward, slightly away
from the left shoulder, the right arm resting upon

the edge of the instrument. This position is not easy to acquire; is tiresome to hold the left
hand up so high, and is difficult for a beginner, when playing, to balance the instrument and take

the weight off the left hand.

THE THIRD METHOD.

This method—by far the most popular in this
country—consists of holding the Guitar on the
right thigh, with the right knee crossed over
the left knee; the twelfth fret is brought about
even with the center of the body, which allows
the left arm to hang naturally and easily, with the
hand in any position. There is no weight of the
instrument on the left hand; is very easy to ac-
quire; looks easy, and is considered the most
graceful method for performers in clubs and
orchestras, where all members should hold their

instruments in one position.

The illustrations show the different manner of
holding the Guitar. The position of right and left
hands and arms; the position of right and left hand
fingers; also in figure 3, the position for barre
chords.

SECOND POSITION.

13
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LEFT HAND AND ARM.

The left hand should lightly press the neck between the thumb and fore finger. The thumb
should rest between the first and second frets, and press rather from under the neck. The arm should
hang naturally with the elbow separated from the body; the wrist and forearm well curved, so as to
enable the fingers to curve, and press the ends of the fingzrs firmly behind the frets.

RIGHT HAND AND ARM.

The right forearm should rest on the edge of the Guitar, in the direction of the bridge. The fin-
gers sheuld be slightly curved and held over the treble strings, the little finger free. The thumb
sheuld be extended beyond the first finger, and a little back of the rosette. By moving the hand over
the rosette the tone of the Guitar will be much softer. For ordinary playing pick the strings just back

of the rosette.
PICKING THE STRINGS.

To obtain a full and mellow tone, it is neces-
sary to apply some force with the end of the fin-
ger, avoiding to touch the strings with the nails,
pick the treble strings towards the bass strings,
causing them to vibrate across the fingerboard.
Do not lift the strings and let them fall. The
thumb, in striking a bass string, should always
strike down, slide to and rest on the next string,
and should not be removed but to strike the next
bass note, except in cases where the string on
which the thumb is sliding to, should be picked by
another finger immediately after, when the thumb
ought to strike the string without resting on another.

The strings are picked with the thumb, first,
second and third fingers. The thumb strikes all
bass notes on any string. The bass notes occur
ordinarily on the E, A and D bass strings, and
sometimes also on the G and B treble strings.
When two or more notes are written together,

THIRD POSITION. with the stem of the lower note pointing down,
while the stem of the upper note points upwards, the upper note is picked with a finger and the lower
one with the thumb, no matter on what strings they occur. The three treble strings are picked with
the first finger for the G string, the second finger picks the B and the third finger the high E string.

When a number of tones occur in rapid succession on the same string, it becomes necessary to
pick alternately with the second and first finger on the same string.

The signs used to indicate fingering for right and left hand are as follows:

The left hand: First finger 1, second finger 2, third finger 3, open string 0.

The right hand: Fist finger *, second finger -, third finger ***, thumb X.



THE POSITIONS.

There are as many pacitions as there are frets cn the fingerboard. It is the first finger that determines the position
of the hand:  Thus when the first finger is placed in thie first fret the hand is in the first position, with the first finger
in the second fret the hand is in the seconu position, anc o on with the other positions. There are five principle
vositions:  The natural, or 1st, 4th, 5th, 7th and 9th.

The Notes in the First or Natural Position.

(The pupil should mention the name of the notes as they are played.) st stringE

6th strmg -E 5th string - A 4th string—D 3d string—G tring—B
g 0 31 " mes | 2 3| 0 "2 [ % "3 |0
S — —— > — p—r—r— e —
bu 1 e J jﬁ 1

)
i
Thumb 3 FE F: - ?{ K x x x for first fihger, for second fmger lfor thitd fmger

%
The figures placed above the notes indicate the fingers of the left hand, and the frets at which they are to be placed
to produce the tones represented on the Guitar, The.open string is indicated by C, the first fret and first finger by 1,
the second fret and second finger by 2, and the third fret and third finger by 3. The right hand fingering is indi-
cated by X for thumb, —« — for lirst finger, —--— for second finger, — - --—— for third finger.

When playing scales keep the fingers sufficiently separated so that the first finger can be placed just behind the first
fret. the second finger behind the second fret and the third finger behind the third fret, without moving the hand.

THE SCALE DESCENDING.

st string—E 2d string-B 3d string—G 4th string -D sth string~ A 6th string—T v
L 2 1 0 3 1 o 2 0 302 0103 o0 [ 3 i 0
% —+—F + — .
S.J t T T ] ll I I _ji [T { _{_ - - 4

~ A ENEE
{ The pupil should mention the name of the notes descending.)
THE OCTAVES.

9 | . f : ’ f — i w— S—
e s e s s

[ - ? i

—

(The pupil should next find the above octaves on the Guitar.)

Diagram of Guitar, Showing Notes in the first Position.

¥ i s

B (sSting | 2 = = 3
£ 2d String m e G$ ]
S 3d String NG D
= : A o

: ! E Fo
8o ; Bo Co
£ || 4th String G
b q
2 | Sth String | g I
L’él 6th String |’

15
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Exercise for the Right Hand on Open Strings.

(Practice without looking at strings or fingers.)

A 4 I | i + ] 1
7 I r J I v ‘p—“ B — [ 1 T
s e S EaEE R R S =
J\‘L‘/ é I e Jvl ) f_ v é }" | b T J‘ et [F el * |
. L — — XA — .
v 1 - x ﬁ - - T3k
[ 7 %
n il . ) "
Y | I ! & ] T [ n AJE
— ’ ! ’: ™ I . A 7
T . & 1 L 4 bt T —&
v i - = = = - ﬁ

?When two or more notes occur on one stem, they are to be played at one time.

THE MEASURE AND TIME.

The time in which a musical composition moves, is represented by small regular divisions, called “Measures,” and
are indicated by perpendicular bars running through the staff. Each measure has the same value--that is, contain
the same number of parts of 2 whole. ~ The number of parts in a measure determines the kind of time.
is indicaled at the beginning of a composition by two figures placed in the form of a fraction.
shows the number of parts of a measure, the lower the kind of note to each part.
kinds of time:

The time
The upper ligure
The following are the different

Even time Uneven time

_}% yig 27 T ov 57 =74 : 74 A7 I/ 67 37 P £ Ve G/

Ox¥-
NGS5 < AR 71 ‘g /8 s was) /3 wa ‘g 77
Tw 5 Double b Repetition bar  D.C, or D.C. al fine Lause S
. easure @ Measure. Double bar. epetiti - o or hold or. ™ to fine
24
Ny .
N
P4

-
The single bars indicate the extent of the measure. The double bars at the end of a number of measures indicate
the end of a strain.  The dots at the end of the strain signifies repetition of the same strain, from the beginning of
the camposition, or from the last double bar with dots.
D.C. or D.C. al fine (Da Capo al Fine) indicates that the piece is to be repeated from the beginning of the piece to
“Fine™ (end), or in the absence of the word Fine, play up to the first double bar with a ™= (pause), which also signi-
fies the end. D.S. (Dal Segno), or % to Fine, or % to ™" signifies to repeat from the sign % above it to the word

Fine. or to the pause ™ placed above a double bar. The pause ™™ placed above a note prolongs it at the pleasure
of the performer.  Usually twice its- value.

ACCENTUATION.

The accent in music corresponds to the emphasis of words or syllables in the spoken language. Every species of
time has its peculiar accents, and the time and its accents are inseparable, hence there is no time without accent.
There are accented and unaccented tones in music, also accents heavy and light, called Primary and Secondary
accents. The accent can be “Regular,” which is governed by the time, or “Free and Changing,” which is governed

by the leeling to be expressed.  The latter style of accent is indicated by words or by these characters >< A
The regular accent is dependent on the time in which the piece is written.

> > > > > > > >

L 7 .

P e R e o e =
L W | L 1 | V] 1T N [e] 1 yA (| 70 1 1 /3 IN I 1
‘:}J + 1 t + o 4 T t (8] | [§) [ ¢ T | A I i —

The measure ac cent in the different forms of time.
- > T s > > > > > > >
e A_‘}F N S S S 7 ¢ 8 S S B o S B 7 B e o b




TIME LESSONS.

Common time, or four beats in a measure, is marked by a C.
A “Whole Note” counts four-fourths, or four beats in a measure, to every fourth note a beat

Count aloud

A 123 4 {234 - > - 12341234
y'a v P T 7. - P Yor R L
Iy C————— |~ —— & e —
B‘l e ':,“,.. - < O
= = = Whole rest.
k) < o
A “Half Note”  counts two-fourths, or two beats.
I I 2 3 4 > > > > > > > > > > > 7 1 2 3 4
i i L T I 77 77 - ;
.S AR N I I | | o ) | 1 ] ——
W AR WEIH W | | o P2l b o | 1 N B
Y ——— g ——] — Tl
I vz g —t Fralr rest
at T @ o g
A “Fourth Note” counts one beat.
12 3 4 L 234 1234 1234 1,23 4 1234 >
4 > > - > A >
I/ > > y A | > > > > > lo, T
e PEesEE = EEfeifaet (208 12—
S | e | <
= 5 & & 4 T 4
K A 72 a

It is usually counted as ¥4, by counting one and,

Two-quarter time, or two beats in a measure, is marked %% . two and,to each measure,each eight note a half count.

’ I 2 12 1?& Zj;z L& 2 & | &2& | & 2 & I[:&Z& - & 2& |>

S — - [ Py — = 2 = L B -1

fal et N7 A ESC

J I 4 g . h‘! [ " Eﬁ
+ L4

Triple time, or three beats in a measure, .s marked$%, Count a beat to every fourth note.
f2 3 123 1231323 123 123 L2 31 23 7
> l e

> =
= ' I S d
3l g g A A ] i ¢ o |

: :

e
ek

BN+
81 (NS

L

.

&

.4

e

Count a beat to every eight note in the measure.

s 123 123 123 1,23 %23 123 123 L 12 3
- >—~ :)Fv e g B — Jo e f—gﬁ
o/ i . } Esgiij:—
itﬁi- ' 3
, 123456 123456 123456 123.456 123456 123456 123 45 6 7 >
> > > 1 i) > ]

> >
e p P ile e ey £ LE
00— . —— - L 1

1

D e PR — l 3 3

Y
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TEMPO OR MOVEMENT.

The Tempo, or degree of speed in which a composition moves, may be slow, medium or fast.

These three

degrees of speed have numerous shadings, usually indicated by Italian words, as follows:

SLOW MOVEMENTS.

Grave . very slow and solemn
Largo . . quite slow
Larghetto . . less slow than largo
Adagio slow, leisurely
Lento in slow time
Andante . moderately slow

Andantino, a little faster than an.

MEDIUT1.
Maestoso ‘majestic
Moderato moderate time
Marizale . . march time
Con moto with motion

Allegro Marizale, lively march time
Tempo comodo, in convenient time
Allegretto moderately fast

The following words are used to indicate temporary changes in movements:

Accellerando (Accel.)
Ad Ubitum

A piacere

A4 tempo

L’ istesso tempo
Meno mosso

Morendo

Power is mainly dependent on the strength of the fingers.

. quicken the speed
change the time at discretion

return to original time
same time as previous movement

decrease, dying away

Piv, mosso
Piu lento .

at pleasure Piu allegro .

less time | Stringendo

Tempo primo

POWER OR FORCE.

Ritardando (Rit.)
Ritenuto (Riten.)
Rallentando (Rall.) .

FAST.
Allegro . .o . fast
Con Brio . with brilliancy
Con Spirito with spirit
Animato with animation
Allegro Mosso . very quick
Vivace . . with great spirit
Presto very fast
quicker
slower
faster
retarding

slower at once

gradually slower

quicken the movement
return to previous movement

To produce all the shadings from soft to loud, re-

quires considerable practice. Be careful to pick the strings so they will vibrate across the fingerboard. Practice on
open strings all the different shadings as indicated in the following words: They are usually placed under the staff.

p, Piano

pp, Planissimo
ppp, Pianissimo
mp, Mezzo piano
mf, Mezzo forte
f, forte

ff, Fortisstmo .
fff, Fortissimo

It must be understood that the sounding of notes alone does not constitute musie.

. soft | Crescendo (Cresc.) or
very soft | Decrescendo (Decres.) or .
as goft as possible | Calando
moderately soft | Diminuendo

moderately loud

loud | Sforzato (sf)
. very loud | Sforzando
. a8 loud as possible | Smorzando

EXPRESSION.

pression a piece of music becomes nothing more than a finger exercise.
are always necessary, but the strictest attention should be given to the signs or words of Power and Tempo, in-"

dicated at the beginning of the piece, as well as the changes indicated throughout the piece.

Rinforzando (rinf or rf)

increasing in loudness
decreasing in force
decreasing in force
gradually diminishing
with emphasis
accented, forced

accent the one note with emphasis

gradually fading away

Without the proper ex-

Clear and pure tones, well connected,

There 1s also a

certain style of playing often indicated above the staff at the beginning, or at certain parts of a piece, which is a
The following words, relating to style and expression, are those ordinarily

very important part of expression.
used in Guitar music.

Agitato Agitated | Leggiero
Affettuoso with tenderness | Ma non rall
Animato . o animated | Marcato
Assat very, used to intensify a movement | Maestoso
Brillante . . Brilliant | Molto

Bon Marcato . distinet, well marked | Non troppo lento
Cantabile . in singing style | Piu animauto .
Con expressione . with feeling or expression | Poco

Con gusto . . . . . . with taste | Poco a Poco .
Con fuoco . with fire | Quast .

Con Grazia gracefully | Sherzando .
Con tennerezza with tenderness | Segue

Dolce sweetly | Sempre
Espressivo with expression | Sostenuto .
Flebile . lamentingly | Staccato .
Grazioso . e gracefully | Tenuto .
Legato in a smooth and connected manner |  _ See diction:

light and graceful
but not retarding
marked

majestic

much very

not too slow

with more animation
. little

by degrees

almost, as though
playful

. go right on

always

.o sustained
short, detached, cut off
held, sustained

See dictionary of musical terms, on last page of book, for all terms
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SCALE IN THE KEY OF C MAJOR.

-Signature is natural. (No sharps or flats at the clef.)

30 230201301310 31 0 203203203023
— 1 1

A
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T
&
x

x

x QL
CxaLL

X ;.. 4
) -‘L
x 4 x

x

When playing scales, press the strings firmly just behind the frets, and keep the fingers sufficiently separated so that
they can be put on and taken off the string without moving the hand. When ascending a scale do not raise the
finger holding a note until the next one is to be picked.

FIRST MELODIOUS EXERCISE.

Count tg every fourth note a beat (234
Lount 1 234" . : L s . > > o L >
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ELEANOR WALTZ.

CHAS. HENLEIN.
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e ===
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> > > > y D.C. al Fine.
 —— —t — e —— ' 4|
1 I 1 ! j:’r > < i - # < : '... g“:_- (})
x mf J i r s ) F‘x
(D.C. al Fine signifies to repeat from beginning of piece to Fine.)

CHORDS.

A “Chord” is a sounding together, or combination of tones forming harmony. The most important chords in every
Major key are called Tonic, Sub-Dominant and Dominant. 7;—

BARRE CHORDS.

Certain chords on the Guitar are produced by the Barre, which consists of placing the first finger of the left hand
firmly across two or more strings. In order to secure a very firm pressure on the strings, the thumb should be drawn
under the neck of the Guitar, directly under ‘the finger pressing the string. For the small Barre of two or three strings
the frst joint of the finger should be straightened out, so as to press the strings evenly and uniform. For the large Barre
of five or six ‘strings the whole finger should be straight, and press evenly on all the strings while the thumb is drawn
far under the neck, in order to secure a firm hold on the chord.
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THE PRINCIPAL CHORDS IN C MAJOR.

Sub-Dominant

Tonic Barre Dominant Tonic
G ] . : ’ +H—& 40— . —
1 ﬁ;g Y S e %ﬁ ﬁ‘ ,
AT A o o | 3 '}? I%; ! = B B I
C chords F chords G chords T C chqrds

The diagrams represent three frets of the Guitar, showing position of the fingers for the chords above. The Figure-
{. 2.3, 4.0, for the left hand fingers and the 0 0 0 O the strings to be picked by the right hand fingers.

Strings 6th, 5th, 4th, 3d, 2d, Ist 6th Sth, 4th, 3d, 2d, 1st 6th, 5th 4th, 3d 2d, Ist.
®

N
nNaIRA
RyINEAEN

o a 9
chord G chord

w PV LAL g

—— s w S e
C chord F

BROKEN CHORDS.

(Hold the bass notes throughout their value.)
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SPRINGTIME SCHOTTISCHE

DUETT FOR TEACHER AND PUPIL

CHAS. HENLEIN.
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VIRGINIA WALTZ

CHAS. HENLEIN.

$+F 8 is made on the second fret, F § on the first fret,~ see next page for sharps, flats and naturals.
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THE SHARP # , THE FLAT b , THE NATURAL #

A Sharp # placed before a note raises it a semi-tone, and as every fret on the Guitar represents a semi-tone, so
the # raises a note one fret.

A Double Sharp X raises a note two semi-tiones, or two frets.

A Flat b lowers a note one semi-tonz, on the Guitar one fret.

A Double Flat bb lowers a note two semi-tones, or two frets.

A Natural §  cancels either a sharp or flat, and restores the note to its original pitch.

A Double Sharp is restored by a Natural followed by a Sharp

A Double Flat is restored by a Natural followed by a Flat.

A Signature Sharp, or Flat, placed next to the Clef effects every note of that line or space, and also every note of the
same name throughout the piece.

An Accidental Sharp, or Flat, placed anywhere in the piece before a particular note (and not at the Clef), effects only
the note before which it is placed, and other notes of the same name which occur in that measure.

ILLUSTRATION.
"2d, 2d flret Ist, Zd;

—

2d fret 2d, Ist, 0 3d. 2d, 34,
1 i t

.\ ]
71— -

ﬁ [#]
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W
\EEE owd

1 . f 1 .|
o o s po 5o
jl. 22 1) L%' — XT is_T M

EE
A2

7Y
|’4

#
© A Natural | A

W

harp | A Natural | Natural| Flat | Natural | Nat| %%‘;Eifl Sharp‘ Nat | Flat | D;‘Lllbtlel Flat
a

THE SCALE IN THE KEY OF G- MAJOR.
Signature is one Sharp (# ) (Every F in the piece is played one fret higher.)

¥ g 3
20 3
| CHORDS IN G MAJOR. -
B Tonic ] Sub-Dominant i j Dominant 7 t yHon
Jﬁ 1 i 1 T * lg:r "I' - |l| — l{ :_3
# 0 Gf P C ? D ? | G 7
Strings 6th, 5th, 4th, 3d, 2d, Ist 6th, 5th, 4th, 3d, 2d, 1st. 6th, 5th, 4th, 3d, 2d, Ist
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RN EEARREEEAN,
Frets 2 2 2
3
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BROKEN CHORDS IN G MAJOR
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“EL.LAINE” WALTZ.

CHAS. HENLEIN.
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%*When two notes, which are ordinarily played on one string, meet,and must be played together, the upper note is played
as usual and the lower one on the next lower string. In this case. the D is made as usual, and the B is made on the
fourth fret of the G string.
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DYING EMBERS.

(A REVERIE.)
CHAS. HENLEIN.
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THE SCALE IN D MAJOR.

.Signature is two Sharps. (Every F and C is raised one fret.)

Frets 2 4 2 2 3 2 3 3

Ao - t Tl - i |

iy i T 1 71 B N R I— P——
( — — — g1+~
' — e

1
30101 20 1V 2 4

Fingers 0 1
In this key we have no notes to play in the first fret, so we move the hand to the second fret, called the second
position.  The first finger is now placed in the second fret, the second finger in the third fret, the third finger in the

fourth fret and the fourth finger in the fifth fret.

THE CHORDS IN D MAJOR.

Tonic .
Sub-Dominant | Dominant 7 ‘ Tonic

nCount] 23456 [—F e o 4@ P3 .
# IS * £ . Z o
SEAREAE RS SR SR T B EEE s

Y

BROKEN CHORDS IN D MAJOR.
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- JOLLY STUDENTS--Schottische.

Alaverato CHAS. HENLEIN.
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Fingers and frets.

| THE SCALE IN A MAJOR.
Signature is three sharps. (All the F’s, C's and G's are sharps.)

fret;2‘4§l’
1 2023013 23

o 0 2 40 2 4 o P P o o
f;‘ggw 1 —+— i i I o — - ; i
\ Wi 1 i 1 | + ‘ : J';‘% I N ! { ]
v g v ° e ' * 9 4
CHORDS IN A MAJOR.
‘ Tonic

] Sub-Dominant

_%_# #’ o 1
A y 3 d o P
ﬁ 7 ﬂv 7 g P ‘—‘75 I
- T T [} T T [ 0 oS
'D, : 7 AP

1L

DA

A\
- 11

A Dot placed after a note adds to its length one-half of its value.

4FﬁgH
f

F
DOTTED NOTES.

~|

A Dot after a half note adds a quarter note to its value.

A Dot after a quarter note addsaneighth note to its value.

A Dot after a eighth note adds a sixteenth note to its value

A Deat after a sixteenth note adds a thirty-second note to its value.

DOUBLE DOTTED NOTES.

A Dot adds one-half the value of whatever precedes it.
the second dot adds one-half the value of the first dot.

a quarter and an eighth.

EXAMPLES.

A dotted half note is

equal to a half
and a quarter.

Fo f
three r r e

A dotted quarter note is

equal tora quarter
and an eighth.

P
or

.

t A

A dotted eighth note is

2qual to'an eighth
and a sixteenth.

f—¢
A~

Double dotted half note’ is

equal to a halt a quarter, and!an eighth

e

or seven m U t

Thus, the first dot adds one-half of the vajue of the note, and
This would make a half note with two dots, equal to a half,

A dotted sixteenth note 1s

equal tora sixteenth
and a thirty-second.

F
or

PP E




A Double Dotted quarter note

.is equal to

a quarter, eighth and

sixteenth note

Fee

A Dotted, or Double Dotted Rest, has the same

value as the note it represents

A Dotted half rest

{g. 7
is equal to is equal to is equal to
=lor 223 Aor 7TV 7Y or VYV

Exercise for the Study of the Dotted Note.

MﬁCount 12+ |34+ I N b 23 4 ’ |
A - . I : 0 e S DRI M-
e e s P AT R e e = R e
f 3];E fé;& # T'3 # 71 2% g 1 ?L r? ’ | F:
o’ |4 1 Ig;ﬁ S o 34,3 &4 28, 3o A&y 184 20y
: L . - 4 P - . - —

N
AN|

r
“STAR BEAMS” Wgaltz

(Play the bass notes with force and hold them for their full value, while the chords are played softly) C. H.
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WILL YOU BE TRUE

CHAS. HENLEIN.

ANDANTE EXPRESSIVO
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No mat - ter how far I'ama - way, That
Will

main a way from you,

say good Dbye,

what a pain.

in
e i i - - S

said you'll be true tome ev- -- er
< Must leave younow my  dar ling For years re
GE S5as e rr —
F i/ ~ i’d
_‘9"5 1 1 n i L D Y N —
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nothing in life can us sev-er These words.re ~mem - berwhen you pray When you
you some times think of our parting And that you said, you would be true L To
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i g 7
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sad and lone-ly or  weeping, or when life’'s gay pleas ures you are seek - ing, Oh
But we part love we'll meet a  gain, I
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THE

CHEVALIERS-=Grand March

CHAS. HENLEIN.
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THE SLUR.

The Slur is indicated by a curved line placed over or under two or more notes, occupying different positions of the
staff, and signifies that they are to be played in a smooth and connected manner. There are Slurs ascending and

descending.

Slurs ascending are made by picking the first note of the two bound by the curved line, in the usual manner, and the
second note by striking it with the required left hand finger, which must descend like 2 hammer, with force enough to
make the note sound from the blow of this finger, and without picking the string with the right kand.
Slurs descending are made by playing the first note as usual, and the second note, by drawing the finger which
pressed it a little to one side, thus snapping the string gently, without the use of the right hand. If the lower note is

not'an open string, it must be held down while the finger snaps the

THE SLU

R WA

higher note.

LTZ.
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THE SCALE IN E TMAJOR F '
Signature is four sharps. (F’s, C’s, G’s and D’s are sharps.)
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THE SONG OF THE GONDOLIERS.

Owante. CHAS. HENLEIN.
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“LENORE” WALTZ.

Playrthe melody notes with the thumb and hold throughout their length, while the Accompaniment notes are played
‘Chas. Henlein.

in a soft, subdued manrrer.

PN = = S E= s ] e —ﬁ
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7 Fie
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T .

7" D.C."al Fine

sitA The (ﬁ) is a curved line connecting two notes on the same degree of the staff, and signifies that only the
note of the two bound should be struck with the right hand finger. The second note is not struck, but its required
length is held out with the left hand finger,

THE TRIPLET.

first

A Triplet is a group of three notes, over or.under which the figure 3 is placed, and a curved line to show which

three notes form the triplet. (This curved line does not signify that they should be slurred.)

These three notes are played in the time of two of the same denomination.
The first note of every triplet should be accented. They are not sub-divided into half counts, but are always counted

as‘onc’of a longer value, thus: Three-quarter notes of a triplet are equal to “two-quarters,” or “one-half,” and counted

as “‘one-half” note.

(See examples.)

i 3 IS T T 3 P /T P Yo /?:_3\ ———
SEEESEEESEI ciE bl
' 1 =

Y Three-quarter notes are Three-Eighth notes are/| Three-sixteenths againsts

) equal to two-quarters, equal to two-eights, or two-sixteenths,

2;\ ot one-half. one-quarter. or one-eighth.

y &1 —F — r F i e i e i i
e = = RE S =

A “Sextuple, or Sextolets,” are a group of six notes played in the time of four notes of the same denomination, and
have the figure/g\placed over them. Accent only the first of the Sextuple, with one or two counts to the six.

W—ﬁ:ﬁ’ﬁcﬂf et Lo o
Iy Value Value Value Value Value
e E—— % —F
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“BELL HEATHER”— Schottische.

Solo or Duet
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MINOR KEYS.

The *Principal Triad” of a key determines whether it is Major or Minor. The “Principal Triad” is composed of
the keynote or first note of the scale, and its third, fifth and octave. [f the third in the “Principal Triad” is 2 Major
third, the key is Major; if the third is a Minor third, the key is in the Minor mode.

INTERVALS.

The distance from one note to another, or the difference of pitch between notes, are called ““Intervals.” The names

given the intervals are Primes, when both are the same, seconds, when they cover the distance of a whole or a half
a tone, thirds, when they cover the distance of three notes, beginning and ending with the first and last notes written,

or when they are two whole tones or one whole tone and one-half tone apart, fourths, when they cover the distance
of four tones. fifths, cover five tones, sixths, six tones, sevenths, seven tones, eighths, eight tones, or usually called
.octaves.

There are Major, Minor, Augmented and Diminished Intervals. The“Minor contains a half tone less than the Major,
the“Augmented Intervals contain a half tone more than the Major, the Diminished Intervals contain a half tone less
than the Minor. (See examples.)

Perfect Major 2d fret] Major Major | Major Major Major P erfect'
4 E=EEsEecE=—mer=e—
v & @ FE RS o - & - i & Seventh | ® Octave
A Prime Second Third | Fourth Fifth Sixth ‘
) ] A rv ] = y i t
i { . f I Tr T o Ee =
v 4 & & Ly 1 Q‘l' f "i $ & 24 3L E! P
Perfect O Istfret | Minor OMinor Minor Minor Minor Perfect
Minor
Maior Triad TRIADS.
ajor 1ri .o .
’ @ Minor Triad Augmented Triad Diminished Triad
Jthts Intervals  Intervals Frets Inter\ia,ls Interv | Frets . Interv Interv | Frets Interv hierv
o —"u . ;‘1 . :’1 = 122 fy ;5 = ; jz ql% = I7
e e 5 = = T
P Octave #&J )s Octave 499 ¢ Octave 4 F Octave J
With octave bass

MINOR SCALES.

There are two Minor Scales: the *Melodic” and ““Harmonic.” The “Minor Third” is the characteristic interval
of every minor scale. The Melodic Minor Scale has the sixth and seventh degrees raised in ascending. In descend
ing these degrees are not raised, but are played as the signature indicates, which is the same scale as its relative major
key, with the exception of the third, which is always minor, in a minor key. The Harmonic has its seventh degree
raised, and is played alike, both ascending and descending  In the Melodic Scale the half tones are found between
the second and third and seventh and eighth degrees in ascending, and between the sixth and fifth and third and second

in descending; the rest are whole tones. In the Harmonic the half tones occur in ascending and descending between
the second and third, tifth and sixth and seventh and eighth, between the sixth and seventh is an Augmented second

which is an interval of a tone and a half

SCALE IN A MELODIC MINOR.

7 8 8 7
a2 3 ~i~ Sa’\;g go—% e ha :?:”‘f) 4 3 2]
éﬂ e — == — — G\—f 1o (7]
Y Whole | Half | Whole [Whole[Whole |Whole| Half Whole | Whole| Half | Whole] Whole| Half | Whole
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SCALE IN A HARMONIC MINOR.
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Half{ Half] One and | Half |Whole|Whole| Half | Whole
tone || toneja hall tones| tone
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—

Who[e, Half

tone tone

One and

a half tones

The Scale in A,Melodic Minor.

(Relative to C Major and has the same signature.)
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Scale in A,Harmonic Minor.
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BUT YESTERDAY.
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THE CHROMATIC SCALE.

The Chromatic Scale ascends or descends in half tones.

ing.

In descending, flats, naturals and sharps.

for third fret and fourth for fourth fret.

Sharps or naturals, according to the key, are used in ascend-
The fingering is, first finger for first fret, second tor second fret, third

“ 6th string 5th string 4th string 3d string 2d string Ist string
A
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DICTIONARY OF MUSICAL TERMS.

A, (Italian), by, for, in, with.

Accelerando, (/t.)accelerating the movement.

Accentuato, ( /t.) accented.

Accompaniment, a part added fo a principal
one by way of enhancing the effect.

Ad, (1t.) at, to, for, by.

Adagio, (1t.) a very slow degree of movement.

Adagissimo, (/.) extremely slow.

Ad Libitum, (Lafen) at will, or discretion.

Affettuoso, (/t.) affectionate, tender.

Adilita, (/z.) with agility, quickness.

Agitato, Con Agitazione, (7.) with agitation.

Al, AP’y Alla, (/t.) to the; in the style of

Alla breve, (/t.) 2-2 time.

Allegretto, (/t.) not so quick as allegro.

Allegretto Scherzando, (/z.) moderately play-
ful and vivacious. [fully animatedly.

Allegrezza, (It.) joy; as, con alleyrezza, joy-

Allegro, (/2.) quick and lively.

Andante, (/7.) somewhat slow and sedate.

Andantino, (/¢.) slower than andante. (Some-
times called faster.)

Animato, Con Anima, Animoso, (/t.) with ami-
mation, in a spirited manner.

A Piacere, (/t.) at the pleasure of performer.

Appoggiatura, (/7.) a note of embellishment,
generally written in a small character.

Arioso, (It.) in a light, airy singing manner.

Arpeggiando, Arpeggio, (/.) passages formed
of the notes of chords taken in rapid suc-
cession, in imitation of the harp, are said
to be in arpeggio.

Assai, (/t.) very, extremely. Usually joined
to some other word, of which it extends
the signification ; as, adagiv assai, very
slow ; allegro assai, very quick.

A Tempo, A Tem., (t.) in the regular time.

A Tempo Giusto, (7¢.) in strict and equal time.

A Tempo Primo, (/7.) in the original time.

Attacca, Attacca Subito, (/7.) commence the
following movement immediately.

Ben, (/7.) well ; Ben Marcato, well marked.

Bis, (Lat.) twice. A passage with a curve
drawn over it, must be performed twice.

Brillante, (/. and Fr.) indicating a showy
and sparkling style of performance.

Brio, Brioso, Con Brio, (/7.) with spirit.

Brise, (F'r.) sprinkled, broken into arpeggios.
Cadence, an ornamental passage introduced
just before the close of a song or piece.
Cadence, (F'r.) a cadence in harmony ; as,
cadence parfaite, a perfect cadence; cadence

rompue, interrupted cadence.

Cadenza, (/7.) a cadence, or close, at the ter-
mination of a song or other movement.

Calando, (/.) gradually diminishing in tone
and quickness.

Calore, (/¢.) with warmth and animation.

Cantabile, (/z.) in a graceful and singing style

Capella, Alla, (/t.) in church style. ’

Capo, (/t.) the head, or beginning. | mony.

Chord, a_combination of sounds forming har-

Chromatic, proceeding by semitones, or form-
ed by means of semitones.

Coda, (11.) a few bars added at the close of a
composition, beyond its natural terminat’n

Colla Parte, (1t.) the accompanist must follow
the principal part in regard to time.

Con, (It.) with ; as, con expressione, with ex-
pression ; con brio, with brillancy and spirit

Con Dolcezza, (It.) with sweetness,

Con Dolore, (Zt.) mournfully, with pathos.

Con Grazia, (/t.) with grace.

Con Gusto, (I¢.) with taste.

Con Impeto, (7£.) with impetuosity.

ConMoto, (/t.) inan agitated style, with spirit

Con Spirito, (/z.) with quickness and spirit.

Corona, (/t.) the hold, or pause =,

Crescendo, or Cres., (1t.) gradually increas-
ing in loudness.

Da, (¢.) from.

Da Capo, or D. C., (7¢.) from the beginning.

Dal, (1¢.) from ; as, dal segno, from the sign.

Deciso, (/¢.) in a bold, decided manner.

Decrescendo, (/t.) gradually decreasing.

Deficato, (/7.) delicately.

Diatonic, (G7reck) progressing by degrees of

_the scale. [ishing.

Diminuendo, or Dim., (/i.) gradually dimin-

Dolce, or Del., (fz.) soft and sweet,

Doloroso, ([t.) soft and pathetic.

Elegamente, Elegante, Eleganza, (/¢.) with ele-
gance, gracefully.

Energico, Con Energia, Energicamente, (/f.)
with energy. [pression.

Espressivo, Con Espressione, (/{.) with ex-

Etude, ( /'7.) a study, an exercise. [ tion.

Facilita, ( /7.) a facilitation, an easier adapta-~

Fantasia, ( /1.)

Finale, the last piece, or the last movement.

Fine, (/t.) the end.

Forte, or For., or simply f, ({t.) loud.

Fortissimo, or ff, (/¢.) very loud.

Forzando, or Forz., or fz, the note is to be
marked with particular emphasis or force.

Fuoco, Con, (/t.) with fire.

Furioso, or Con Furia, (/¢.) with fury.

Gaiement, (/'r.}in a cheerful and lively style.

Gamut, the scale of notes belonging to any key

Giusto, (/f.) in just and exact time.

Glissando, (/¢.) smooth, in a gliding manner.

Grandioso, (/t.) in a grand and elevated style.

Grave, (/t.) the slowest movement ; also, a
deep, low piteh in the scale of sounds.

Gruppetto, (/f.) a turn, or grace.

Gusto, Gustoso, or Con Gusto, ( /z.) with taste.

In, ([t.)in ; as, ©n tempo, in time. [same time.

Istesso, (/t.) the same; as, istesso tempo, the

Larghetto, (/{.) slow and measured in its
movement, but less so than lergo.

Larghissimo, (/t.) extremely slow. [ment.

Largo, (/f.) a very slow and solemn move-

Legato, (/t.) in smooth, connected manner.

Legatissimo, (/¢.) very smooth and connected.

Leggieramente, ( /t.) lightly, gently.

Leggiero, (/t.) with lightness.

Leggierissimo, ( /{.) with the utmost lightness.

Lentando, (/¢.) with increasing slowness.

Lentemente, Lento, (/¢.) in slow time.

Loco, (/«tin) play as written in regard to
pitch ; generally occurs after Svw, alta, or
Svw bassa,

Ma, (7t.) but; as, allegro ma non troppo,
quick, but not too much so.

Maestoso, (/t.) majestic and dignified.

Marcato, (/7.) in a marked and emphatic style

Marcia, (/.) a march.

Marziale, (/¢.) in a martial style.

Meno, ( /t.) less.

Mesto, (/t.) mournfully, sadly, pathetically.

Mestoso, (/¢.) sadly, pensively.

Metronome, (/r.) an instrument for indi-
cating the exact time of a musical piece.

Mezzo, (/t)in amiddling degree; as mezzo forte,
rather loud ; #eezzo piano, rather soft.

Moderato, ( //.) with moderate quickness.

Molto, ( /t.) very, extremely ; as, molto allegro,
very quick ; molto adagio, extremely slow.

Mordente, ( /2.) a beat or transient shake.

Morendo, ( /7.) gradually subsiding in regard
to tone and time: dying away.

Mosso, (/7.) motion ; piw mosso, quicker.

Moto, or Con Mote, (/t.) with motion.

Obligato, or Obligati, (/7.) a part of a composi-
tion, indispensable to its just performance.

Opus, ( Latin) a work ; thus work, 1-2 etc., of |
an author’s composition. .

Ordinario, {/¢.) usual, ordinary, commnion.

Ossia, (/1.) or, else, otherwise, easier.

Ottava, or S»a, (It.) an octave; joined with
alta or bassa: the first signifies play an
octave higher than it is written ; the sec-
ond, play an octave lower.

Passionato, (/¢.) in an impassioned manner.

Patetico, Passionato, (/t.) pathetically.

Pastorale, (/t.) a soft and rural movement.

Perdendosi, or Perden., (/{.) a gradual dim-
inution, in tone and speed.

Pesante, (/{.) heavy, ponderous.

Piacere, (/7.) will, pleasure.

Pianissimo, or pp., (/t.) extremely soft.

Piano, or 9., ( ft.) soft.

Piu, (/2.) an adverb of augmentation ; as, peu
presto, quicker ; piu prano, softer.

Plantivo, ( /7.) expressively, plaintively.

Plus, ( /'r.) morce ; plus anime, with greater
animation.

Poco, (/t.) a little, rather; as, poco presto,
rather quick ; poco piano, somewhat soft.

Poco a Poco, (/1.) by degrees, gradually ; as,
poco @& poco crescendo, louder and louder ;
poco @ poco diminuendo, softer and softer.

Poi, then ; as, piano poi forte, soft then loud.

Pomposo, ( /¢.)in grand and pompous manner.

Portamento, (/t.) the voice—gliding from one
note to another.

Precipitato, (/7.) in a hurried manner.

Precisione, (/t.) with precision, exactitude.

Preludio, (/¢.) a prelude or introduction.

Premiere, first ; premiere fois, first time.

Prestissimo, (/t.) most rapid movement.

Presto, (/t.) very quick,

Primo, (7t.) tirst; as, violino primo, first vio-
lin ; tempo primo, in original time.

Quasi, (/¢.) in the manner or style of.

Quieto, (/¢.) with calmness or repose; quietly.

Rapido, (/t.) rapidly.

Risoluto, (L«t.) in a resolute manner.

Ritenente, Ritenuto, (/7.) a decrease in the
speed of the movement.

Rubato, (/7.) robbed, stolen, taken from one
note and given to another.

Scherzando, Scherzato, Scherzoso, or Scherz.,
({t.) in a light, playful manner-

Segno, or :5: (1t.) a sign ; as, dal segno, repeat
from the sign.

Segue, Sequito, (/t.) now follows ; as follows.

Semplice, (/£.) with simplicity, artlessly.

Sempre, (/t.) always; as, sempre staccato, al-
ways staccato; sempre forte, always loud.

Serioso, (/¢.) in a serious style.

Sforzato, Sforzando, or sf., (/t) with emphasis.

Signature, sharps and flats at the beginning
of a composition to mark the key.

Slur, (~~) legato mark, shows that the notes
must be played smoothly, also a tie.

Smorzando, gradual diminution of tone.

Soave, (/¢.) in a soft, sweet and delicate style.

Solo, (/t.) alone, a single part.

Sostenuto, or Sost., (/t.) sustained, continu-
ous in regard to tone.

Spirito, Con Spirito, (/¢.) with spirit.

Spiritoso, (It.) with great spirit.

Staccato, (/2.) the notes are to be played dis-
tinet, and detached from one another.

Subito, (/¢.)quickly; volti subito, turn quickly.

Tanto, Non, ({¢.) not so much ; not too much.

Tardo, (/¢.) slowly, in a dragging manner.

Tempestoso, (/t.) in a tempestuous manner.

Tempo Comodo, (/i.) in convenient time.

Tempo Ordinario, (/t.) moderate time.

Tenero, or Con Tenerezza, (/7.) tenderly.

Tenuto, or Ten., (/¢.) implies that notes must
be sustained or kept down the full time.

Timoroso, (/t.) with timidity and awe,

Tranquillo, or Con Tranquillezza, (/t.) tran-
quility, composedly. [soft pedal.

Tre Corde, (/i.) three strings, release of the

Tremendo, (/t.) with great expression.

Tremando, ({t.) the repetition of a note or
Tremolate,  chord with great rapidity, to
Tremolo, produce a tremulous motion.

Trillando, (/t.) a succession of shakes on dif-
ferent notes.

Trille, ( #'r.) Trillo, (/%.) a shake, a trill.

Trio, (/t.) a picce for three voices or instru-
ments. Also denotes a second movement
to a waltz, march, minuet, etc.

Triplet, a group of three notes, arising from
the division of a note into three equal parts
of the next inferior duration.

Tutta Forza, (7z.) with the utmost vehemence,
as loud as possible.

Tutti, (/t. plurai, all;) a term used to point
oub passages where all the voices or instru-
ments, or both, are to be introduced.

Un, ([t.) a; as, un poco, a little.

Una Corda, (/t.) oue string, soft pedal.

Unison, the same sound or blending of sound.

Veloce, or Con Velocita, ( 7Z.) in rapid time.

Velocissimo, (/¢.) with extreme rapidity.

Yigoroso, ( /t.) loudly, vigorously.

Vivace, Vivamente, or Con Vivacita, (1Z.) with
briskness and animation.

Vivo, Con Vivezza, (1¢.) animated, lively.

Voce, (t.) the voice ; voce sola, voice alone.

Volto, (/2.) time of playing a movement ; as,
prima volta, the first time of playing, ete.

Yolti Subito, or V. S., turn over quickly.
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50 SYNCOPATION.

Syncopation, is irregular time and accent. If the notes follow in regular order, the
principal notes and chords coming on the counts or beats and on the accented parts of
the measure, or when exactly two, three or four notes in the time of one count or beat oc-
cur in succession, this would be called regular time and accent. But, if the notes come be-
tween the counts, if the accent is displaced by tied notes from one measure to another,
or if the tone on an unaccented part of the measure is carried through the accented part,
that would be irregular, or syncopated.

EXAMPLE.
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52 THE SLIDE —~ OR GLISSE.

The Slide is indicated by the sign-—, connecting wo notes on the same string. It is performed by
playing the first note in the usual manner, then rapidly sliding the left hand finger from the first note
over the frets to next note, this second note is not struck with the right hand finger, but must sound,
by the mere impulse of the finger sliding to it. The Slide can only oceur with short valued notes such

as 16th, 32nd and Grace notes.
THE GLIDE~#

The Glide is indicated by the sign =, connecting two notes on the same string, of longer value than
those ordinarily used for the slide; such as eighth, quarter, and half notes. The Glide is performed similar to
the slide with this difference; that both the notes are struck with the right hand finger. In both the Glide
and Slide the left hand finger slides from the first to the second note, pressing the string firm enough to
connect both notes. In the Slide, the finger slides very rapidly to the second note, which will produce
the tone of the second note;but in the Glide, on account of the slower value of the notes the finger
must glide too slow to this second note, which makes this tone toofaint and indistinct,consequently
this note must also be struck with the right hand finger.

STACCATO.

Staccato, signifies short, or detached. It is indicated by a dot(+) placed over a note. Staccato
notes receive only half their written value, as there must be a short pause between the notes. This ef -
fect is produced by lifting the finger very quickly off the note without entirely taking it off the string,
this will stop the sound and produce the pause or rest. Open strings should be stopped vibrating, by

- placing a finger of the left or right hand against the string.

° V4
La Glisse.
Slide. Mazurka. CHAS. HENLEIN.
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THE HIGH NOTES ON THE B, or 2nd

4String.
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54
APPOGGIATURAS or GRACE NOTES.

The Appoggiatura or Grace note,is a small note added to a large or principal note.I*
is not essential to the melody, but is introduced as an ornament or embellishment. What -
ever length of time is given to the small note must be taken out of the time of the prin-
cipal note to which it is connected by a small curved line. There are Long, Short and Dou-
ble Grace notes.

The Long Grace note takes the value it represents from the principal note which fol-

lows it,and also receives the accent. It is most frequently used in ancient slow pieces,and
at the end of a strain.
The Short Grace note(Accaciatura)is a small note having an oblique stroke through the stem,
it really has no value of its own, butis played and connected with its principal note as rap-
idly as to make no sensible diminution in the value of the principal note by which it is fol-
lowed. They are performed on the Guitar as slurs, or slides. Ifthe principal note is neare-
nough to slur, we should slur it, either ascending or descending; if too far away to slurslide
the Grace note rapidly to the principal note, which should sound from sliding to it.

Long Grac? Notes. A Short Grace Notes.
| - " - A

; ; | N j’- ‘\h’ ). ')Z/ N }L# Jbl
D B =f = S=
© Written) ! Written. 1 ]
Slur. = Slur Slur. Slide. =
P C = = N N o
,\ ~— . /_._
J et ot TP o e P =8 X
== S = = Lo bﬁ
) Performed. Performed. =

The Long,or Short Grace note can occur in connection with two or more principal notes
struck at once. The Grace note is usually bound or connected to only one of the principal notes
of a chord. The small note must be played with all the other notes of the chord at once,except-
ing the note to which it is bound. This bound principal note is played directly after the chord
is struck by slurring or sliding.

Written ¥ X y y o )ré é
SR :

ARE oM AE . »iP - R
']Pei;fornwd? s * ; %

Two or more Gracé notes added to a principal note, are played and connected with the principal
note to which they are bound as quickly as possible,since the small notes have no value of their own,
and whatever time they take to play must be borrowed off the following large note. They differ from
the triplet, because the notes of a triplet,represent a certain value, as three fourths or three eighths,
and the first note of a triplet is also accented, but Grace notes have no value,and are never accented,
the principal note receiving the accent.

Choice notes, are small notes similar to Grace notes,but are not attached to any large notes, they
are to be played instead of the large notes placed above or helow them, if the performer prefers to do so. They
receive the exact time value that the notes represent,and are played same as large notes. Choice Notes.

Double Grace Notes. -
e J”E“‘«‘L“ﬂ“ e
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Written. =
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I’erformed.

¥Double slur.
Y Eaw? oy
oE—Eams B
Performed.
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"BARCAROLLE.
Andante tranquillo.

“Love’'s Menu.”
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CHAS. HENLEIN.
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SCALE IN E MINOR.

MELODIC.

Relative to G Major.
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" THE HIGH NOTES ON THE G, or 8rd String.
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SCALE IN B MINOR.

MELODIC.
Relative to D Major.
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80 HARMONICS.

There are Left Hand, or Natural Harmonics, and Right Hand or Artificial Harmonics. The
Left Hand or Natural Harmonics are produced by placing a finger of the left hand across one
or all of the strings of the guitar at certain divisions of the string. The finger must press the
string lightly, not down on the finger-board, but with just enough force to prevent the string from
vibrating as if open. The string is struck with the right hand fingers as usual, but with considera-
ble force near the bridge; directly after the harmonic note has been struck raise the left hand fin-
ger off the string, otherwise it will not vibrate,and cause a dull sound. The Natural or Left Hand
Harmonics can not be made on every fret. The number of harmonic notes are limited to 22 different
notes, but there are many duplicates of these notes made on different parts of the string; they are
produced at the 12th, 9th, 7th, 5th, 4th and 3rd frets; the 4th and 9th frets produce the same tones
and likewise do we find the same tones above the 12th fret, in the opposite direction from the tones
below the 12th fret. When playing the harmonics of the 412th,9th, 7th and -5th frets,place the fing-
er of the left hand directly above the metal fret, not in the space; for the 4th fret, place the finger
a little below the fret, or between the 3rd and 4th, very near the fourth fret; for the 3rd fret,place
the finger above the 3rd fret, also between the 3rd and 4%th frets, but near the 3rd fret.

A Diagram of Left Hand or Natural Harmonics.

All Harmonis sound an octave higher than written, and are usually indicated by the word Har-
monic and the figure of the fret, or abbreviated by “Har” and an o placed over the note.
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RIGHT HAND HARMONICS. 61

Right Hand Harmonics are employed to produce such tones which are not included in the Left Hand
Harmonics. All the notes within the compass of the Guitar may be played harmonically by the right
hand method; which consists of pressing the note in the ordinary manner, with the left hand finger,
the same as for ordinary playing,and then placing the thumb of the right hand at the 12th fret dis-
tant from the note which is being held down by the left hand finger. The thumb should press lightly
against the string, and pick this string with the first finger of the right hand, which will produce a
harmonic tone of the note held down by the left hand finger.

EXAMPLE.
Make these notes in the usual manner with the left hand finger. 6th
1st Fret.  3rd 2nd 3rd ard 0 1st 4th be
:‘ L - e io —
i 1 . i
CaEE — 1
& ) ) . ) E String.
G String. | E String. | E String. { B String. -
D String. | A String.| D String.| E Bass, -

‘ be £ 'L% i
H = :

; !
0 13th Fret. 15th 14th 15th 15th 12th 13th 16th 418th
The frets,over which the thumb of the right hand should be placed.

The Song of the Bells.
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Dom. 7th.

Sub. Dom.
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SCALE IN D MINOR. MELODIC.
Relative to F Major.
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The Old Meadow Farm.

CHAS. HENLEIN.
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CHORUS. 65
Waltz tempo.
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ot ARPEGGIOS.

The Arpeggio is a broken chord indicated by the sign § placed before the chord;the
notes of this chord should not be picked simultaneously, but should follow in rapid suc-
cession, without adding time to the value of the solid chord. The whole chord should be
vaken at once with the left hand fingers, and held until the last note of the Arpeg-
gio is struck, as each note of the Arpeggio is essential to the full harmony of the chord.

The Arpeggio can be played with the right hand in many different styles:_. If the
strings on which the Arpeggio is formed follow each other in regular order, such as the
chords formed on the D,G,B and E strings,or also A, D, G,B and E,or all six strings;
these Arpeggios cam be played by rubbing the first finger across the strings forward
or baeckward, or rubbing the thumb over all or part of the strings from the lowest to
the highest, or by rubbing the finger nails from the lowest to the highest notes of the
chord, commencing with the nail of the first finger, then the second, third and fourth in
succession, or by rubbing the fingers backward across the strings commencing, with
the fourth finger and follow with the third, second and first,or by picking very rap-
idly in the ordinary manner. But if the chord is formed on strings not in regular or-
der, such as A, G, B and E, leaving the D string out of the chord, the above methods
cannot be employed, but the notes of the chord must be picked in rapid succession

with the fingers in the ordinary manner.

THE DRUM.

The letter “D” placed above or below a chord indicates the Drum. It is perform-
ed by striking the strings about an inch from the bridge with the thumb of the right
hand. The thumb should strike with a rapid strong movement straight across the strings
with force enough to make the strings sound from the blow of the thumb. Immediate-
ly after striking the strings, the thumb must be raised, as the rebounding of the strings
furnish the tone.

Written. . XAMPLES Nails or Roll.
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Thumb over 2ll strings. 1st Finger backwards or down. 1st finger nail forwards or up. Rub nails of all fing.in succession.
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SCALE IN F§ MINOR.

MELODIC.
Relative to A Major.
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SLURS OF THREE NOTES.

Slurs of three notes ascending are performed in the same manner as two notes slurred, the first
note s picked with the right hand finger in the usual manner, the second note is struck with force with
the left hand finger, and the third note is also struck immediately after the second note, with the next
left hand finger. In descending place the left hand fingers on the notes and after picking the first note
with the right hand, withdraw or snap the left hand fingers off the notes held down. Slurs of four notes;
are performed by adding one finger of the left hand to the slur of three notes,ascending or descending.
Double slurs; are performed the same as single slurs, simply slur with two fingers instead of one. The Vi-
bration slur; should be played when two notes in descending are to be slurred on different strings. To
produce this slur, play the higher note, which is nearly always open, as usual, then strike the second
note with considerable force with the left hand finger, and which must sound from this blow only. In
ascending, the effect of the slur is also produced by sliding the thumb of the right hand from one string
to another. Both notes are struck with the right hand thumb, the first one with force, and then slide
the thumb to the next string with delicacy.

EXAMPLES.

Slurs of Threesl\zotes. . '3 Slurs of Four alid Fivg Notes.
o1 1.8 1 2 1 o1 1
} 3 o2 8 ﬁ 0 8320 1 a0 o3>0 & _
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v ~ Ascending and 3\‘%?2!};
| | ) Descending., , 01
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Double Slurs. Vibration Slurs. %/x «_

Tﬁumb Slurs.

The Daffodil Polka.
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70 SCALE IN C# MINOR.
MELODIC.
Relative to E Major.
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Larghetto. CHAS. HENLEIN.
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TUNING IN G, OR FANDANGO STYLE.

Tuning the Guitar in G, or Fandangostyle consists of changing the tuning of the high E string to Djor,
two frets lower; the A Bass,is changed to G Bass, and the low E string to low D,one octave lower than the D strg.
The high E string can be tuned in unison with the D on the 3rd fret of the B string; the A Bass,to the G,onthe
3rd fret of the E Bass;and E Bass one octave lower than the D string,or hold the E string at the 5th fret and
tune in unison to the changed A string. The D,G,and B strings, remain in regular tuning.




The Cuban Fandango.

GUITAR SoLo.

71
dapted from the

Tune the Guitar thus:

And play as tuned in regular manner@

: o
Intro, Drum with thumb’” 3
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THE HIGH NOTES ON THE D STRING.

FRETS.
0 2 4 5 6 7 8 9 10 1 12 13 14 15 16 17
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Pieces that are played in G Tuning or Fandango style, sometimes called“Spanish Tuning” are ordi-
narily played as if tuned in the regular manner. In this case no notice is taken of the fact that the notes
made on the changed strings are really not what they should be; but,some pieces are read and playedac-
cording to the changed notes onthe three changed strings; that is, the high E string reads open D, and E,
is made on the 2nd fret; F§,on the 4th fret, G,on the 5th; A,on the 7th; B,on the 9th;etc. The two Bass
strings being tuned to G, and D,actually read as they are tuned. A Bass,is made on the A string,2nd fret
etc., see example.

A Spanish Serenade.

CHAS. HENLEIN.
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Bar. 7.......

Bar. 9.
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TRIO, FOR THREE GUITARS.

WALTZ.

The Flower Queen.
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THE CAPO DE ASTRO.

The Capo De Astro is a transposition bar, which; when applied to any fret on the
Guitar changes the pitch, without tuning the instrument. It is ordinarily used to raise
the pitch of the Guitar one or two frets or half tones,to bring it in unison with some oth-
er instrument, as in Violin and Guitar Duetts, where the Violin may be tuned one or two
frets higher than the Guitar, and the Guitar to avoid tuning higher, can place the Capo
at the first or second fret, thus raising the pitch of the Guitar to the Violin. For exam-
ple; if the A on the Violin is as high as the Guitar Bb, place the Capo on the first fret;
if the Violin A is as high as the Guitar B, place the Capo on the second fret; the fin-
gering and note reading remain the same as before the Capo was applied, with this dif-
ference; that the Capo becomes the Nut, and the frets following up from the Capo are,
1st, 2nd, 3rd, etc., without regards to what fret the Capo is attached. In Banjo and Gui-
tar Duetts it is frequently employed, since the Banjo is tuned three frets higher than the
Guitar, we apply the Capo to the third fret if we wish to be tuned in unison with the Ban-
jo, and play in the same keys.

In Guitar Duetts it is often placed in the third fret,to give it the pitch of the Terz
Guitar, which is a smaller Guitar tuned a third higher the common Guitar. The object is
to make the melody in Guitar Duetts, Trios, or Quartettes more distinet and pronounced,
by bringing it higher in piteh than the accompaniment. In this case the keys are a third
apart,that is; if the Guitar with the Capo at the third fret plays in A, the accompaniment
Guitars must play in C,etc.

The Capo can also be used to simplify the playing of the Chords in various flat keys.
These chords on account of the prevailence of the Barre are more difficult to play; to sim-
plify the playing we can place the Capo at the 4st fret, which raises the pitch ahalf tone,
thereby making the notes on the first fret,the sharp of the open string, and also the flat
of the notes of the second fret, that is; D§ is also Eb, so, when we play the D chords with
the Capo at the first fret, we are sounding the Eb chords; or, when playing the A chordswe
are sounding the Bb chords etc. EXAPMLES.

Apply the Capo de Astro to the 4st fret. Play chords on upper staff which will give the tones of the chords
on_Jlower staff.

C MaJor A MINOR G MAJoOR E MINOR D MAJOR B MiINOR

_ﬁ%#:g“ o5

LI I S RS A

Db MAJOR _Bb MiNor Ab Masor F MINOR Eb MAJOR C MINOR'
A MaJor F§ MINOR E MAJor C#§ MiNoRr F MAjJoR

e
irt

i
Bb MaJOR | G MINOR F MAJOR D MINOR F# MAJOR D# MiNOR
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GALATEA MARCH.

TWO STEP. CHAS HENLEIN.
Place Capo De Astro at Third Fret, for 1st Guitar; the 2nd Guitar remains in ordinary pitch.
Sth.fret.
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THE CONSTITUTION.
Grand Military March.

A s 5 4 3 2 1

Tune thus: iF l ' e ‘:]?Playas if tuned in the ordinary way.
S I

CHAS. HENLEIN.

-

il

This style of tuning is called D Tlll)ning',it consists of tuning the high E string two frets or one tone low-
er to D, it can be tuned in unison with the D,on the 3rd fret of the B string; the B string,is next tuned
to the A,on the G string; the G string,is tuned next to the F# on the D Bass. The D and A Basses, re-
main in regular tuning; the low E string, is tuned one octave lower than the D string, or by pressing
it on the 7th fret it can be tuned in unison with the A Bass.
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o . “La Sultana” Waltz.

p _6th. 5th. 4th. 3rd. 2nd. 1st. CHAS. HENLEIN.
Tune thus: 8= —= . -
J = ™~ T i

This Tuning is known as E Tuning', and consists of changing the G string,to G#,by tuning it in u-
nison to the 6th fret of the D string. The D string is then tuned to the 7th fret of the A Bass, and
the A string is next tuned to the 7th fret of the low E string. The high E,the B, and the Bass E string
remain in regular tuning. The reading and fingering of the notes on the changed strings must be in ac-
cordance with the new tuning: A, on the G string, is now made at 1st instead of 2ud fret; F, on the D
string,is now made at the 2nd fret, and E,is open; C on the A string,is made atthe 2nd fret; D}, at
the 4th fret, and B,is the open string,etc.
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86 “FORSAKEN.”
CHAS. HENLEIN.

Tune E Bass to D.
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Ole Sam Johnson’s Dream.

A 6th-  5th. "4th. 3rd. 2nd.  1st.
¥ I T e e CHAS. HENLEIN.
Tune thus: Gerd et
- ~ - T
J I ¥ c G c E

This Tuning is called C Tuning, :gn'd consists of three C’s,two G’s, and one E, forming the C chord,on
the open strings. The 4st E string remains in regular tuning; the 2nd or B string is tuned to C,onthe 5th
fret of the G string; the 3rd or G string remains the same; the 4th or D string is tuned to C, on the 3rd
fret of the A string;the 5th'or A string is tuned to G, onthe 3rd fret of the E Bass; the 6th or E Bass
is tuned open, one octave lower than the changed D string, or hold it down at 7th fret and tune in u-
nison with the open A string. The reading and playing is according to the new tuning.
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THE FOURTH POSITION.

In the Fourth Position the first finger is placed in the 4ath fret,the 2nd finger
in the 5th fret, the 3rd finger in the 6th fret and the 4th finger in the ?th fret.

SCALE OF E MA]JOR.
In Fourth Position.
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Frets.

SCALE IN B MAJOR.

Signature is five sharps, every F,C, G, D and A is sharp.
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SCALE IN Gi MINOR.
MELODIC.
Frets. o Relative to B Major.
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T he Footlight Dance.

CHAS. HENLEIN.

Moderato.
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SCALE IN F¢# MAJOR.

Signature is six sharps, every note sharp but B.
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SCALE IN D MINOR.
MELODIC.
Relative to F§ Major.
Frets. 3 %z 6 i D
134!%413412 2 1 4 2 o0 __ 4 2 4 3 0 1
' R
Fingers.434’3}:4‘2343214 ,,TE ff ﬁg‘ng‘
1 D
SCALE IN D$ MINOR.

HARMONIC.
Fr;;ﬁiair’soatxizi_-s 4 o 2 1 2 01
ignﬂfﬁ" : T__l""x"x"_r_i 1 T ‘ e s T
-Fingers.13413:’;4lz34 - xozjzxoi

1
CHORDS IN D§ MINOR.
Relative to F§ Major.

Tonic. Sub. Dom. Dom. 7th. Tonic.
:‘EH.H..u‘ 25 15 34 1a 1o | ot ‘ :a ﬁ -
O 3= i =t = &=
D) 7 ! b 1 1 Ml T

5 _
D$ Minor. G¢ Minor. A$ Major. D¢.

BROKEN CHORDS.

N. G. HH- 40.




93

HEDIIQNIkOSA.

CHAS. HENLEIN.
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SCALE IN D MINOR. MELODIC.
Relative to F Major.
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Clouds.
FANTASIA.

Sunset

CHAS. HENLEIN.
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THE FIFTH POSITION.
In the Fifth Position the 4st finger is placed in the 5th fret, the 2nd finger in the
6th fret, the ard finger in the %7th fret, and the 4th finger in the 8th fret

SCALE OF F MAJOR.
In Fifth Position.

E Bass$ A Bass. D Bass. G Strg B Strg E 1st Strg.
8
5 6
Frets.g 6 8 5 7 8 5 il SIT 5 i ; 'J'. Pg - £ E
I i i 1
& =S== s e s s S
PY) r & 4 3 A ‘ é 1 ) A 1 2 4
Fingers.q 2 4 1
CHORDS OF F MAJOR
In Fifth Position.
Tonic.

Sub. Dom. Dom. 7th. onie.
%Ja‘ 5tz§0j i ‘i\zﬁ \ | E ‘;;5‘:;5 th\i )

2 44:1 .
¢ = | { T* i S :
F Chord

Chor C Chord. | F.
The Little Cadet.
March and Two Step.

CHAS. HENLEIN.
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F.
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1 5
H. G. II- 40.




SCALE IN B) MAJOR.

Signature is two flats, the B’s and E’s are flat.

972

eus, 6
£:¥:]30130M3;f‘ 1'11
Sasrtri e e

CHORDS IN B» MAJOR.
Tonic. Sub. Dom. Dom. 7th. S.D.D.7. T.
il il =
o =5 g T .
1 " =+
1| F 1f‘
Bb Chord. Eb Chord. F. E. F. Bb.
SCALE IN G MINOR.
MELODIC.
Prote Relative to Bb Major.
£4117501302L410231 3
SE====m—mcc==
b o o F* % T —
Fingersly o 1 3 8 :.
SCALE IN G MINOR.
A HARMONIC.
Frets.
R AL AR SRR S T
CHORDS IN G MINOR.
Tonic. Sub. Dom. Dom. 7th.
el A
) I 1 1‘5—: T a jﬁif'? r F
G Minor. C Minor. Major.
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=es oal

mer TAPPP

!

=

i

2

=

el

I

-




98

THE WOODLAND NYMPHS.

Danse Characteristic. CHAS. HENLEIN.
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TRANSPOSITION.

Every Major scale consists of five whole tones, and two half tones. The whole
tones occur from the 1st to the 2nd, from the 2nd to the 3rd, from 4th to the 5th
from the 5th to the 6th, and from the 6th to the 7th degrees of the scale.The half
tones must occur from the 3rd to the 4th, and from the 7th to the 8th degrees.

A Scale may commence on any letter of the musical alphabet, whether on the

Tl
o
#

b

natural letter, or on any sharp or flat; but, there must always be the same distance
between the degrees of every scale; that is, the half tones must occur between the
3rd and 4th, and 7th and 8th degrees. In order to establish this same order of in-
tervals between degrees, we are obliged to make certain notes sharp or flat. Inthe
scale of C Major, the half tones occur naturally between the 3rd and 4th and 7th
and 8th degrees. Butin the scale of G Major, there is naturally only a semitone between the
E and.F or the 6th and 7th degrees and as this semi-tone should occur between
F and G, we make the F, sharp; creating at the same time the proper whole tone from
E to F,or 6th and 7th, and the half tone from F§ to G, or the 7th and 8th degrees.
Likewise, when the scale begins on F, we are obliged to make the B, flat, to establish

the proper half tone from the 3rd to the 4th degrees, or from A to Bb, which otherwise

would be a whole tone. H. G. il 40



100 Examples.

Scale of C Major. Scale _of G Major. Scale of G_Major.
Natural. With F§.
Semi-toue. , Semi-tone. — —
—1 T T T
% e e w # T |
3 - 3—% 5 6 17 8 1 2 3 4 s 6 17 8 1 2 3 % 5 6 17 8
1 2 ‘ Semi-tone in the Semi-tone
Degrees. wrong degrees bet ween the
6th to 7th. proper 7th&
8th degrees.
Scale of F Major. Scale of F Major. Scale of D Major.
Natural. With Bb.
e ; o
: f ! T } — T It J :
T T ] T S—_ 1 1 o S E—
1 2 3 &4 5 6 7 8 1 2 3 4 5 6 7 8 T 23 —4 5 8 71 8
Half tone Half tone Half tones in correct degrees.
in wrong degrees bet, proper 3rd &
4th to 5th. 4th degrees,

In Transposing a song or compostion from any key, Major or Minor, to anoth-

er key, this same order of intervals must always occur. Likewise the chords, or

combination of tones must consist of the same degrees, or tones, in the second or
transposed key, that were found in the first or original key.

For example;- In the chorus of the song “The 0ld Meadow Farm, the key is
F,or one flat. If this key should be too high, or too low for some voice, it could be
transposed, both melody and accompaniment to a more suitable key. It could be tran-
sposed to G, by raising every note one degree higher, since G is one note or onede-
The Or if

the song is too high, it can be transposed to E Major, by singing or playing every

gree higher than F. sharps and flats are treated in the same manner.

note one degree lower.

Examples of the same Melody and Accompaniment,
in Various Keys.
Original Key.

Melody.
——F . — % I l \
(3} _ﬁ ] S i }a- =1 ‘t 1 — g
) I f A\
n Accompaniment.

-M ‘;f [ K YoK] ﬁ e 1 ﬁ]; ® 1 a" iﬁ
¢ BEIRERE AN T A = o e
F. Chord. C. Chord. | F.

=== 5 = ——
! [~ e
SuEESuEE=—See s s eoe s==r oo
D f' P T F. . -F-.! l =T 1 =Rl f- ] r T
I G Minor. G Major. C. C7th.
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The same piece transposed to G Major. one whote tone higher.

.
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The same pi‘ece transposed to E Ma.jor. One kalf tone lower.
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"THE

SEVENTH POSITION.

In the Seventh Position the 1st finger is placed in the 7th fret, the 2nd finger in the 8th
fret, the 3rd finger in the 9th fret, and the 4th finger in the 10th fret.

SCALE OF G MAJOR in the Seventh Pos.

?‘.

E Bass Strg. A Strg. D Strg. G Strg. B Strg. E Strg.10
Frets. 10 7 8
y 7 8 10 7 9 1 7 9 10 v 9 7 S e £ &
o————— —r * . === :
& T 1 R S—— t
5 ® ¢ A T 1 i p T2 & T 2 3
. 2 3 4
FingersA
Tonic. Sub. Dom. Dom. 7 th.
7th Pos. 8th Pos 7th Pos
1 1. 1 2 |
‘Zggg_xi & L4 1 = - > 2z 3
e —— ‘ :i :E %:- i
':,“ b/l = B NV T —cy I W) ; 3= :k__
) oo T o ——— -
! ! f of- L |
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THE TRILL )

The “Trill” indicated by (tr.) is not the Tremolo, but cousists of the written, or princal noteand
the next one aboveit, pl:i}ied in rapid alteration. The number of alternate trill notes is dependingon
the length of the note, and the Tempo. A half note in a slaw Tempo nust consist of more trill notes
than the same note would recive in a faster movement. It is ordinarily played as sixteenths,iu fast
riovements, and thirty seconds in slow movements. But the degree of rapidity should not be gov-
erned by a certain number of noted in the time of a certain length, as the. Trill should consist of
the alternate notes played with the ntmost rapidity thou2hout the length or value of the writter
note according to its tempo, and without regards to the exact number of notes contained inthe Trill

Every Trill begins and ends with the written note, excepting,if preceded hy one crmore Grace notcs.
Every Trill shonld end with a Turn, which consistsof adding the note belew the written note, and
which is usually indicated by two Grace notes. If no Grace notes are written use the ordinary Turn

ending . EXAMPLES.
Written.
frow tr o \ _
( e & By e = e
A\S VA
nVrYVRVnm Slow. Fast. _ —p———
= = = ny— =Y
Y e — 3 7 |
¥ Performed~— ~ ~— ==
) ,
] {Iwm *:#E — b‘/ ~.
- — _ e P F ] T— F __F /’;‘
e 7 = e he
[N £an a 1 1 1 * H L 1 P 9
AN} N T ¢
df\ N
hH + oy i il all IR ol 9
2 === 3 E“‘* Colel ! .

p—
Ef%
L

Fai

h

e g

The Pralltriller or (Passing Shake) indicated thus aw is a short Trill
- . . N M T
of three notes, heginning and ending with the written note, with note a—ﬁ

bove in the middle; the first note is accented.

o) =i <
. ‘ . . , Written.  Performed.
The Trill can be performed in three different stvles. The first style of trilling, consistsof playicg

both the notes in the usual manner on different strings, and picking the strings with the right hand
finger in the usual manner,(see example 1).The second style of trilling consists of making and pick-
ing the first or principal note of the two as usual, and slurring the second or added note(see ex.2)
The third style consists of striking only the first note of the whole trill, and making the balance
of the Trill by the alternating ascending and descending slurs, ( see ex. 3).

E XAMPLES.

E%.l. Ex. 2. Ex. 3. 2~
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THE NINTH POSITION.
In the 9th Position the 41st finger is placed in the 9th fret, the 2nd finger in the 10tk

fret, the 3rd finger in the 41th fret, and the 4th finger in the 12th fret.

SCALE IN A MAJOR
In Ninth Position.

E Bass Strg. A Strg. D Strg. G Strg. B Strg. E Strg.
Frets. 10 12 9 2 1'-2
H‘ 9 10 12 9 11 1‘2 9 1 12 9 11 9 - 1.. ” - =
52 — ] ' o > ——
11 ! JL 1 .L ! ‘i. i J' {
ngers. f 2 4 ! ? * ]1 Is ‘ ; 1 ! 2 * 2 4
CHORDS IN A MA]JOR.
Tonic. Sub. Dom. Dom.7th. Tonic
b 2 i ﬁ 1 1 l 2 E'@'
Q! . 2 4 :E H 4 ;;‘:
| i
B) e ' Of. 0 — 1 — =
0 b :: o Oﬁ.
F oP- F |
A Major D Major E Major. A Major




Behind the Scenes.
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The Rear Guard.

March.
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THE TREMOLO.

The Tremolo is indicated by the addition of three small strokes through the stem of a note,
sometimes the word Tremolo is placed over the notes to be tremoloed. It is executed with the
first finger of the right hand by rubbing the tip of the finger rapidly forward and backward
across the string.The second or third finger should rest on the sound board of the guitar.The
thumb plays the accompaniment on the strings not nsed for the melody. The notes with the stems
turned up having the three short stroke through the stem are tremoloed, the notes . with the
stems turned down are picked with the thumb. When several notes are bound with a curved line
they must be tremoloed successively without any interuption to the end of the bound group,when u
slight pause should occur before playing the next group. When two or more notes not bound fol-
low in succession on the same degree of the staff there must be a short cessation of the tremolo be-
tween the notes.

Double notes are tremoloed in the same manner as single notes; chords are tremoloed with first
or second finger,free handed, the second or third finger should not rest on the sounding-board, but

instead rest the thumb near the low E string.

Exercise for the Tremolo.
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A Song of Love.
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SCALE IN Eb) MAJOR.

Signature is three flats, B’s,E’s and A's are flat.

"y 30 13 4 3 s 1 3 e . L 7
- f l ' 1 T 1 I | — jgr T T T 7J'u
éﬁﬁ,‘ T —— 2
F.i)ngers.i 2ot 3 ; g 21284 b ‘i;%:i‘
CHORDS IN Eb MAJOR.
Tonic Sub.Dom. Dom. 7th. Tonic.
3rd PoSeeeer ] 4th Pos; _— Ast Pos.._... 3rd Pos 3rd Pos.e.....
e e e
: 3-© - — Ty & Z Z.;E:}
D) - - - - 1\ I |
ﬁ 1o F F
b Chord. Ab Chord. Bb» Chord. Eb Ch.

SCALE IN C MINOR.

MELODIC.
Relative to Eb Major.

(1]
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H. G. II-40.
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e SCALE IN C MINOR.
HARMONIC.

CHORDS IN C MINOR.
Relative to Eb Major.
Tonic. Sub. Dom. Dom.7th. Tonic.
1st Pos. 3rd Pos. [1st Pos. 1st Pos. 1st POS. e

Bt W e e

T P > =i e 2=

S is I T T | i
C Minor. F Minor. G Major. C Minor.

MINUETT.
Allegretto.
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SCALE IN A) MAJOR.

Signature is four flats, the B’s, E’s, A’s and D's are flat.

Frets. 3 4
Q, s 4 1 3 6 Y3 4 2 a1 o
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CHORDS IN Ab MAJOR.

Sub. Dom. Dom. 7 th. Tonic.
1st PoS.oeeee.. 4th Pos......4st Pos......_ 4th {’os
L P vl U LY rzé%
~ G : (:
3 e D
[} T D 1 < n ) I}l [ i
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Ab Major Chord. Db Chord. Eb Chord. Ab Chord.
 MELODIC.
Relative to Ab Major.
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HARMONIC.
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CHORDS IN F MINOR.
Relative to Ab Major.
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Quick - Step.

In Good Humor.
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SCALE IN D, MAJOR.

Signature is five flats, all the B’'s Es A's Ds and Gs are flat.

15

Frets. - 3 & 1 s 4 1 2 4 6 ié_ !]‘
GEmee= e sis—— e
Fingers.4 1 3 4 1 3 {1 ; ; 1 2 1 2 3 4 — T
CHORDS IN D) MAJOR.
Toniec. Sub. Dom. Dom.7th. T. SD.DZT.
1st Pos. ath Pos. 2nd Pos 1st Pos. 4th Pos.
I 1 E 1 1 }; 2 " 43 1
2 ’ ; n : — n
' |3 = ly ,? ,-r-: ¥ ?
Db Chord. Gb Chord. Ab Chord. Db.Gb. AbDb,
SCALE IN B) MINOR.
MELODIC.
Relative to Db Major.
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SCALE IN Bb MINOR.
HARMONIC.
Frets. 2 o5 O
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ALL THE MAJOR SCALES IN THIRDS.
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ALL THE MAJOR SCALES IN SIXTHS.

, 1o 3
3@ 3 ‘% i %
3]' i’!;,‘ :% s 2%2. 2 She -
1 1 1 1
J T

1 : I
o A E— +
T L
T
3 1 1 3 s 2 2
3 #’_ 2 29 :F 1—
3 it 1 | lT l'
1 T T T !
i 1 )i M
1 T

3 1
; 3 ‘; 1§ i
3 1— 2 2 2@
T T NI
e ¥
— A
3 1
39 3 3
i'_ 4& 2 2 2
”
N !
T ] ! |
T
3 3
1-’ 2 2 2-
z J%J i )
— ‘ ¢




119

3
£
:

P

2
2
:
;
:
:
:

4
1

19 0

3;E od 17

1

ALL THE MAJOR SCALES IN OCTAVES.

D)

H. G. II-50,



120

ALL THE MAJOR SCALES IN

TENTHS.
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THE FORMATION OF CHORDS.

A Chord is a combination, or a sounding together of several tones forming harmo-
ny. A chord can be a consonant (agreeable sounding,satisfying) or a(dissonant disa-
greeable, restless and searching for a resolution). The greater number of chords are
comprised under two heads, namely, the triad and the chords of the seventh. The tri-
ad is formed of three notes, namely, the fundamental (called the tonic) third,and the
fifth of the scale. The triad when it is composed of the tonic or first note,amajor
third, and a perfect fifth is called a major triad;, when composed of the tonic, a min-
or third and a perfect fifth, a minor triad is formed. These two are concords all the
rest are discords. A triad consisting of a minor third and a diminished fifth forms
the diminished triad. A major third and an augmented fifth form the augmented triad

TRIADS.

Major Minor Diminished Augmenteéd
% Triad. Triad. Triad. Triad.
{
O—s—1—3 SET = f—
o ped p2d o
The Triads formed on the Seven Degrees of the Major
CMAJOR. and Harmonic Minor Scales.
Major Minor Minor Major Major Minor = Diminished
‘Q Pa <) ‘2}
Y 5 © [N ) }g (%] §
Degree T I 1 v v VI vII
AMINOR. .
#\ Minor Diminished Augmented Miner Major Major Diminished
py [\ ) e
D) 8 S > o
Degree 1 11 11 Iv \% Vi Vi

Inversion of the Triads.

When the fundamental (or tonic) remains in the lower or bass part the name and

character of a triad is not altered, when the ocntave is added, orgwhen the notes of
the triad appear in different positions. Example ; é j f
o &

On the contrary, if the third appears at the base or lower part, the triad is called
the Chord of the Sixth and is designated by a figure 6, and if the fifth appears at
the base or lower part, the triad is called the Chord of the Sixth and Fourth anc
is designated by the figure g Both of these are called inversion of the triad.

C MAJOR. A MINOR.
Examplefy€—2—73 - m— o A —7 7 #f a—=
d A 1 [ pd 3 —-4r :: ;_.
P r e PFOT
6 6
1 1

The Chord of Sixth and Fourth deserves special care. Its principal use is in establish-

ing the closing chord since it is related to both the subdominant and dominant chords.
H.G III-40.



** THE DOMINANT AND DOMINANT SEVENTH.

The Dominant note of any scale is always the fifth letter in that scale. Hence
the dominant chord of the key is formed by adding to this note its third, fifth and eighth.this
is then called the dominant chord. If the seventh is added instead of the eighth the chord
is then called the dominant seventh. It is therefore composed of four tones, and since
it is a dissonant chord it requires a resolution to a consonant chord. The general rule
for the resolution of the chord is to the chord founded on the first degree ef the scale,
which is the tonic chord. (Inversion of the Dominant Seventh.) When the third of the-do-
minant seventh appears at the base part it forms the Chord of the Sixth and Fifth(§)
When the fifth is at the base the chord is the chord of the Fourth and Third4and when
the seventh is in the base it forms the chord of the second.®)

Examples in C¢ Major.
!
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Changing the position of the notés in a chord does not alter the harmony of the chord.
It is frequently necessary to change the mnotes around in order to make the chord atall
on the Guitar. In transposing chords from the Piano copy it is necessary to often alter
the position of the notes to make fingering possible.

Examples. Chords in regular order. Chords adapted to Guitar.
. 1
2 ﬁﬂji :
L { h Y 4
w
D 1

¢ | 1
‘BTT 1
1
5 & 17 1
2 3 4 2

1 1 7
The Ruling (Dominating) Chords of the Key.

The triad formed on the first degree (called tonic triad) is above all others the ruling
chord. Beside this one,there are two other triads which also rule and dominate in the
key, and hence they are called the dominants. These chords are intimately connected
with the tonic triad. The one has its fundamental on the fifth of the tonic triad and is
called the dominant chord, the other has its fifth the same as the lower note of the

fonic triad and is called the sub dominant. This can be represented in the following way.
eromc TKIAD. DOMINANT. SUB. DOM.

6

7

@l

-
L < 8
Jg -

L=

The tone that the Dominants have in common with the tonic furms the inner re-
lationship and connection among these chords. These chords form the principal harmo-
nies of every composition and are therefore unerring guides in d.termining the key of the

THE DIMINISHED SEVENTH CHORDS.

A Diminished Seventh Chord is formed by sharping the root of the chord of the sev-
enth. All the diminished seventh chords are formed on E, A and B. These three chords to-

gether with their three inversions constitute all the diminished seventh chords in existence.

Chord of Diminished 7thformed onA. Formed on E. Formed on B.
-9 A0

same.
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THE MAJOR AND THEIR REL. MINOR CHORDS.

In Various Positions.
C Major 12 F Major. G Major.
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B or Ch Major. C# or Db Major.
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Ab MAjcr. Bb MajoR.
Same as A§ MAJOR.
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AIR.

VARIED.

CHAS. HENLEIN,
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