0

=~
-
o
<o
—
m
>
—re
-
o
=
M




crnest ljulchesun

Price $ 1.25 net.

(Excepting Canada.)

Copyrighted 1907 by Ernest Hutcheson.
English Copyright Secured.

THE G. FRED KrRANZ MusIc Co,

327 N. Charles Street,
BALTIMORE MD. p 7 ’-’j

PRINTED “ Y



PREFACE.

Many of the exercises contained in this little work
are purely preparatory in nature Others are for occasion
al or special use. Only about twenty are permanently
essential. All are necessary at some stages of study or
to some pupils but the teacher should not hesitate to
omit as many as can be spared in each individual case
Prepuratory exercises, for instance, such as Exs. 1,2, 11,
16,20 - 26, etc., may be discarded (execpt to correct re-
lapses) when once they have thoroughly scrved their
purposc.

It has been my aim to reduce the exercises to the
greatest possible simplicity and to give the most cx-
aet directions for practising them properly The form
of an cxercise, however, may often be modified with ad-
vantage to suit peculiar needs.

“Advanced” tcchnique is altogether excluded, because
I disbelieve in the necessity or expedieney of spending
time on it. To the pupil who has really mastered the
elements of technique, the studies of Czerny and other
composers supply all that remains lacking in mechan-
ical equipment.

The “Notes to the Teacher” perhaps require some
apology. | have given them for the sake of the many
teachers who, not claiming to lie accomplished perform-
ers, gladly recognise the value of occasional hints from
a practical pianist. These notes, it is hoped, will also
be of benefit to advanced students.

[t is not for a moment pretended that this short treat-
ise is in any respect startlingly original. No particu-
lur “method” is advanced or defended. I have merely cn.
deavored to bring the best ideas contained in a large
number of modern works into a small compass, discarding
everything unessential and repetitive. Some of the books
which have been consulted are: —

Zwintseher, Technical Exercises.

Kulluk, School of Octaves, Book I.

Maria von Unschuld, Die Hand des Pranisten

Malwine Bree, The Groundwerk of the Leschetisky
Mcthod.

Moszkowski, Fcole des Doubles Notes.

Sehmidt, Das Pedal des Pianoforte's.

Busoni, Nofes on BacAs""Well - Tempered Clavichord.

6FK.



GENERAL DIRECTIONS

. Sit before the middle of the keyboard, about so high
that the elbows are on a level with the keys, and for
ward in your chair. The chair must not be too near
the keyboard.

2. Do not stoop. The upper part of the body, indeed,

may lean slightly forward but the shoulders should
not be rounded. Do not muke faces.

3. Watch your fingers as you practise.

. Listen to every note you play, and judge whether it
sounds well or not.
. Try to ¢mprove whatever you are studying. not

FOR PRACTICE.

merely to repeaf it mechaniecally.

. Nearly all the exereises in this book are written out

for the right hand only. The left hand is to be played
an octave or two octaves lower as the teacher directs.

. Nearly all the exercises are meant to be transposed

into different keys, keeping the same fingering. Those
not intended for transposition are marked C. It is a
good plan te choose a new key every week. nr every
three days if preferred.

. Practise slowly, and usually with only one hand at a

time, at least until you know the exercise thoroughly.
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SECTION 1.

Hand-position, Pinger-action, and Touch Exercises.

Exercise 1.
Place the fingers on the notes:—

Directions: —

{ Curve the fingers 50 that they touch the notes with
the tips. Hold the nail- juint of the fingers firm,
and in verfical position

2. Keep the wrist low and ~lightly outicard from the
body.

3. Keep the knuckles rather high and firm, so that
the hand will be slightly arched.

4. Do not let the hand slope downward toward the
little finger.

5. Hold wrist and arm loose, and let the weight of
the arm rest on the finger-tips, keeping the notes
steadily down.

6. Separate the fingers from each other. Hold the
thumb well away from the hand, turning only the
tip inward.

This may be called the Normal Hand-position.

Exercise 2.

o — -
— S

Directions: —

1. Lower the wrist at m, raise it at V. (these signs
will be used in the same sense throughout the
volume). Exaggerute the wrist-movements at first.
afterwurds moderate them.

2. Keep the weight of the arm on the keys, holding
them down steadily with the fingers.

3. Hand-position us before

This exercise is meant to combine looseness of wrist
with correct hand - position.

Exercise 3.

Directions: —

1 Lift and drop the fingers with the greatest pre-
cision Isee end of Note 4), counting ™! and 2 and
3 and 4 and” Keen the fingers well curved.
2. Hand-position as before. Read again the direc.
tions for Ex 1
3 Avoid stiffiess The wrist may occasionally be
raised or lowered to ensure relaxation, but not
with regularity as in Ex 2
A correet performance of Exs 3 and 4 is often sn
difficult to beginners, especially 1o children, that it
ma\ be necessary to use the following preparatory
exercise. —

Exercise 8. A.

t_f'-"'\_ ! 1
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These exersiees should be discarded as sogn as Ex.
S.can be played witheut stiffresa.
Otber good methods of avoiding exeesasive difficul-
ty at the outset are:—
1. Omitting the thoml in Exe, { and 2.
2, Practising Exs. 1- 4 very lightly at firet gradu-
ally ineressing the welght of the touch

Exeroine 4,

el el | N ol
-‘--= =---Il---—lh =
PR S O T Y | o il Y

DHrections: —

1. Hold down ull the fingers except the one alout
to play. Xeep them curved, and wafch them.

2. Play Zegate. Practise slowly. Begin seftly: lst.
er, inercese the tone, always avoiding atiffness,

3. Lift the fingers with precision. The fourth and
fifth finpers may be lifted more thanthe athers,
bat the themb should bo raised very little.

Exercise b. (Porfaments )

Diractions: -

1. Drop the nkole arm {not merely the fors-armj
on each note: raize it at the resis. He sure to
let the eldme rise and fall.

2. The wrist must be very loose and vielding. The
fingers should move very little, alwaye siaying
golie near the keys,

3. There must be a grest deal of weight in the
touch. The tone should be streng but sweet: lis
ter to it carefully.

Bxzercise 8.

.- ‘r:'
i I—

Directions: —
1. The same o8 for Bx. 5, but take ears that all thres
{or four} nutes af caeh chord are equally strong.
Pluy vigorously.
9, Hund - pusilion as nsual.
3. Prastise first with each hand scparately. Observe
the fingering. which is the same for all keys.

Exercise T

Hrectionsy: —

Drop thy urm on the first note of each bar, lift it
afier the second note,but do net shorten the second
rote more than nccessary.

Exereisc 7 is a combination of portamento and legato
and is particularly instruetive (though far from dif-
ficult), because it eontains the germ of proper phrasing.

Bxercise 8. (Legafe.)

4B 4 B
34 3 4
Ly F
E.iz i3 — ]
a_} i— :IIIITI'III.I.rJIFi'i'iiuafa
-\-"__—-.-.'-F"
-..._|____'____..--"' "‘-—u_n—l'""'
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Directions: —

1. The binding must be perfeet. Observe the differ-
ent fingerings and usc them all in turn.

2. Attend carefully to hand - position and finger-
action. Watch the fingers to see thal they lift und
curve properly. When the curve is sufficient, the
playcr cannot see his finger - nails.

8. The tone should be pur: and singing.Gradually
incrcase the strength always avoiding stiffness.

7

4. Practise siowly. Only d) should ever be played fast.
This is a most important exercise, and it should be
practised dasly with the greatest care.

Exercise 9. (Hand- staccato.,

Directions: —

1. Use the whole hand. letting it fall sharply and
rebound rapidly. Make the nutes as short as pus
sible. Practise lightly, without weight.

2. Hold the wrist and elbow a trifle higher than
usual. They must be perfeetly loose.

3. The fingers should hardly move.

4. Practise a) in octaves also. In b) and ¢) the two
notes must be exuctly together and equal in tone.

Exercise 10. (Finger.staceato.)

Dircetions: —
Kcep the hand quiet. Use the same finger-action as
in Ex. 3, but short and sharp. Lift the fingers more
than usual.

SECTION II.
" Exercises for the Use of the Wrist in Legato Playing.

Exercise 11. Metronome J: 100.

a)§

- S S A
- G . . ... -
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Dircetionu: —
Lower the wrist &t ke sign r, ralse fl ot ¥, Do not
make the movements jerkily. Freaerve the legato care.
fully, and try te produce a ful?, round, singing tone.
The fingers need pot he 1ifted very high,
Exercise 15 has two objects, looseness of wrist and
productivn of singing tone, All legato molodivs are
Played with mars or less of this uwp—and-down wrist
motien, which may be exagperated for purposes of siudy.
The tone shovld be prodeced by the weight of the arm,
the finger-tips resting firmly oo the keys.

Exereige 12,

Nirentions: —
Continue as in Bx.11, bt with less up-and-down mo-
tion, and add = slight ewfreard movoment of 1he
wrist st the points marked 3.The combination of the
two motions imparts what may be called a “rolling”
actien to the wrist. Do nol exapperate this,

Ezercize 13.

Excreise 13 should alse be practised with different
avcents, thua:—

ln atl cases, shserve the different fingerings, and
do not forget transposition inte other keys.

Ezercien 14.

ET EI_‘:
oI Ee B T M
- ¥ """__5'."'\_

The following variations of Bxercise 15 {and others,
if desired) may be wsed:—

3 %% o} %ﬂﬁiﬂ ste.

lu practiginy Brercises i2- 15, do not forget what
bas already been learned. Keep s good hand- position;
use proper finger-aciion, attending particularly to the
curve and lift of the fingers; hold the armand wrist
loose; and listen to the tone Gradually develop strength
and speed.

*1 That 15 to s&y, turn 1t o ilitle farther out from the hody than usual,
FR.t



We come now to a form of action which is often
a great difficulty to beginners, viz., the Tremoio.
The following preparatory exercise is useful.

Exercise 16.

Directions: —
At a), raise the thumb as high as possible after
each note dy furming the hand and wrist bod-
Wy, holding the little finger down as a pivot At b),
raise the little finger in & similar maaner, holding
the thumb down as a pivot.

Bxercise 17.

13
9 gﬁ‘sr

-

Nl

g

. efc.

Directions: —

In Ex. 17, when playing slowly, combine the motions
of Ex. 16 a) and b). The whole armwill turn slight-
ly to and fro on its own axis: it must be persfect.
ly loose. Increase the speed and diminish the move-

ments until the fingers hardly leave the keys and
the exercise is performed entirely by a slight but
rapid shakiog of the arm The fingers need not be
80 much curved as usual

Exercise 18.

Directions. —
Practise until great velocity and complete ease are
attained Small hands may substitute the folluwing:-

182 3

This very “stupid” exercise is included because it
shows a form of Tremoclo-action very common in Mo.
sart's and Beethoven's works and often troublesome to
inexperienced hands.

SECTION IIIL.
SCALES.

The peculiar difficulty of scale-playing is the put-
ting of the thumb under the hand and of the hand
over the thumb. This difficulty may best be attacked
by means of the preparatory exercises Nos. 20 - 26

*) Bxercises marked C are not to be transposed

Exercise 20. C*

4
a3 . x : -
a’]%'—‘%ﬁg 6’@
——— & 1 1
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Direstions: —

{_ The wrist must be beld well owfward from the
body, snd muat preserve this positien in aéf the
geale-exorcives and in pleying ecales. The hand
must a0l meve during this sxercise, but it must
noi be io the least deeree atiff

2. Count four. In Ex. 20 @), play © at the first beat;
place the thumb on B, foxcheng the note, at the
geepnd Leal, play P ai the third beat; and let the thumb
return 14 0, touching the note, at ihe fourth Lent.

Treat Ex. 20 3, ), ena &) similarly

3. Do not lift the thumd from the Zeys; Iey it plide from
oote to oode, The motion must be very rapid nod pre.
cise.

4. Keep the fingers properly curved.

5. The small erowses indivale the moment st wrich
the themb must move; they will #lways be used in
this sense in future exercises,

4. Play each repeat many times,

Exercine 21. .

Directions: -
The same as for Ex. 20 The thumb must alwaye
prepare it8 next note al ihe aign =

E.xer cige 22 C.

A lEsd a2 A 123 4 1 4% 2 3

them in position exactly over their proper notes,
¥reverye looseness and good, even tone.

Exercise 23. C.

=

Drirections: —
A5 above, Ke sure to retain the oniward position
of the wrist throughout. Carve the fingers and hold

#FX 1

=W

Directions: —

L8
-

Io this exerciee the thumb e lmmovable.

In Bx. 23 ), play ﬁ at the first beat; move the
hand 10 its second position (the fingets over JE )
at the second beatr; play E s the third beal;and
returh the band tv itz first poeition (fingers mer
E} et the fonrth beat. Treal 23 2 o, and o)

gimilarly,

- The movement of the hand must not be made by

Lropsting it 1o aod fro, but the wrist mostbe held
ak far oulward in the second pesition of the hand
&6 in the first. Gbserve ihis poimt most carefully,
for the correct movement is not easy. The thumb
mitsl yield readily an the haod pazwes over iv

- The mement at which ihe hand should move to

its mext position is shown io this and the sue-
reeding sxerolzes by a Emall élrele (o).

Exercise 24. (.

@,

Direslions:—
In each section of the exercise, keep the thumb Im-
movable ower its note. Avold twisting the hand, and
muva it promptly at the sign o. Let all the Ffingers
kuen proper positions ovor the notes next. to  be
playad.



Exercise 25. C.

:Sgat 321473 2

Directions: —
As above, Keep the fingers curved and the wrist
loose, always well outward. Play with good. even
tone. Do not raise the thumb.
The next exercise combines the hand and thumb
movements No new directions are required. but all those
given for Exercises 20-25 must be remembered

Exercise 26. C.

1 2 3 1 2 3 4 1
)

The complete seale may now be attempted. By this
time it should present little or no difficulty

Bxercise 27 (.

Below is shown, by means of small notes, the exact
position of every finger of the right hand through
out the scale.

*) Quoted (with a slight alteration) from Miss von Unschuld's book.
GFK I
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Exercise 27a."’ : § !
z

The student should now proceed to practisec major.
melodic minor, and harmonic minor scales in all keys,
at first slowly, in two octaves only, and with each hund
scparately.

The fingering of the thirty-six different scales is
usually a source of much distress to the beginner. And
yet it should not be very difficult. provided that seale-
formation is understood. Tuv begin with, do not think
about the fAumbs or where they come in the secale.
If you only remember where the fourth finger falls
you know the whole scale. for the fourth finger is
used but once in each octave.

The casiest rules for Scale - fingerings are, curi-
ously enough, little known among teachers and stud-
ents In fact, | have never scen them given in print
except in Carl Paelten's "Rhythmical Scales! They are
as follows:

Right Hand.

! In scales beginning on a wAitfe key (except the
scales of F take the fourth finger on the seventh de.
&rce of the seale.

- In scales beginning on a dlack key (and the seales
of P) take the fourth finger on B (or 48 ). When
there is no Bb (or A#) in the scale, take the fourth
finger on the second deoree.

=

Left Hand.

. In scales beginning on a whife key (except the scales
of B take the fourth, finger on the second degree
of the scale.

2. In scales beginning on a dlack key (and the seales
of B) take the fourth finger on #§ (or G5). When
there is no F§ (or Gb) in the scale, take the fourth
finger on the fourth degree.

These rules are compressed by Mr. Faelten into a
clear and simple formula, of which I give a slight
variation: —

“Die Hand des Planisten’’
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R. H. 4'h Finger.
White notes fexcept F) — _ VII

Black notes (and F}— _— _:113‘[1’ (A})

L. H. 4'2 Pinger.
White notes fexeept By — _— 11

Black notes {and B) _ - _ﬁ'v# (Gb)

There are only two partial exceptions o the above
rules, both oceurring among the melodls minor feales
They ure: —

BR. H. F§ minor (ascending).
L. H. Bpr mipur (eacending).

These sre fingered as follows. —

R. H.

]
splyg 2 13
12 eliehas iy
gg # 3312 g a3 .rPB #@-ﬁ-h##p ile pzia g
- d I LI I |
B | I | I | TTTT T IT7T
N Ll 111 h | 1 1T I
bt | el el 1 1 1 I
wf - '
.H. 1
L.H 32 AZ 0 4 g
PR
]

-;4.0:1

H;gz TRy & 41y,

It will be observed that both theee scales follow

the rule in descending.

It i= quite unoecessary to have the seales written
cut and fingered for study. After a little prelimin-
ary explanation, all that the papil needs is & slip of
paper with o copy of the lormula. For the sake, how
ever, of teachers who prefer to keep to old methuils,
1 give the weales in full at the end of the book.

The irreguleritice of fipgering in beginning anid
etdiny scales sre so coavenlent to all players ihat
they are pever a source of trouble. 1 mention them
for the sake of completeness.

. Ta ull wcalen Following the white key rule, the
Fith tioger is ased for the liaal note in the
right hand and the first note In the left hand.
This avoids vonecessary putting wnder of the
thumb,

2. In all seales heginning on &laeck nates the fivst
note in the right kand and lagt note in the luf
kand are taken by the second fioger This avoids
using more fingérs than necessary. For exam-
ple:—

All the seales should at first be practized with
euch hand separsiely, then with both hands logether
at first slowly, thep faster; at firet with medinm
strangth, then lopder. Wher they canbe played fair-
ly easily with hath hends topether, they shouwld be
practiced with varving aceent and speed, say thus —

Exercize 25.

G FK1
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PRSSo—— ' They should also be practised piano and forte,crescen-
mz____ dv and diminuendo (usually ercseendo upward and dimin-
uendo downward) Staceato,both of hand and finger may
occasionally be used. Finally, they must be practised in

*y ' ;
contrary motion.

The diatonic seales must be practised darly. Their im-
portance in technique eannot Le over - estimated.and ev-
? ' ery pupil should have them literally “at his finger's ends”

THE CHROMATIC SCALE.

Three fingerings arc in eommon use: —

A 1 38 4 1 2 31 28 A4 g 44 2
1

A ¢ 1 8! ' ;

TR - Y

+
i
z ! 2T 1 3 2
g 2 i 2 1 R 4
Hrw o e == e e
1 P I _._T‘ + —_—
MR A R
T
1 2 1 = 1

Of these fingerings, No. I, in which the thumb is
placed on every other white note, is far the Dbest.
No.Il is useful in a moderate tempo when great strength
is needed.

I

SECTION IV.
CHORDS AND ARPEGGIOS.

Exercise 29.




Exercise 34.%)

.f".l - I-l' - ;@ n'% ﬁ' .
xl_s i PN i e g ﬂ 3
kg =
» [ FJ
- = | * # = L]
_'- =: = = % j : L F o i = | .ﬁ.:_‘!_ i Fa r= o r= ] ] I T
I'f) |CH— —1 'i Ir I; ."l'E—" — .,H-_;j 2 I L-EI & =
S — ¥ - - FJ -
. Dircetions for the above Exercises:
B K E) . :
g i a by i 1. Let the fingers remain ea the keys throughout.
1 . - .
i i o ! Use the wrist as indicated by the sighs = and ¥
- T 11 ) ' x »
- e 1;1' s K e e in Exereise 29, most fregreently as at a), oceasion-
e T I 9 o — .
"L L B ally as at bl
b |bE . 2. The chords are to be held z= long as possible not
e :,%: e to be played sfaccato,
r g - ! — - = o
- . - : “ - . | 3. Practise the chorde forte and fortissime, Jnthe
h g v h . . A
3 2 2 2 2 % : fortissimo, use the arm as well as the wrist,
H E
3 5 E K 5 5 4. The lone must be good, and squal for all notes
of eark thord. Sometimes, however, the chords
may be practised with the hiphest note of the
Exercise 31. i . \ right hand stronger then the others.
3 H 3 K 3 i 3 5. Avaid stiffness.
Y : .
2 2 t po L 2 f_ 6. Trenspose into al] keys.
—p—r]_ r= o - .
- ol R —= i ——— 7. The fingerzs can be held perfectly curved in Exer
+ = = ] T = T = R . . N
e e = = = i - cizes 29-31 In Ex. 32, they cannot be kept
il quite s0 corved as before, and in Exercises 33
o ].* ;Egr _z BN and 34 the pupil must grasp the chords rs best
R 5?;: — s e e e o - he can.
S G S R ST S 1
$ [ 1 2 1 1 + .
i z £ 4 2 2 a Exrercise 35.
5 : 2 i 2 : 5 E
Exeveise 32 5 5 5 .
- & 2 3
i + 3 1 2
1 -~ 1 -~ X
; -~ v --
=y . P T Far. I« -
T —— o ’l Ty — e
..L.T.!.*_..._ 5 | - ra
[ r - =
- + -
‘i;l:_? .':-fl 1 E - - 3 Fa R i
L % ] o 1 o hreations:—
: 1 : o - .
: ! 2 : ] 1. This is a preliminary exercise for broken chords,
2 E 3 ; 4 It is Lo be studied similacly 10 Exercise 3 gee
* ) Section 1}, extept that the fingers cannot be
held guite =0 eurved except by lurge hands,
2. Use corresponding exercises im the inversions of
Excreise 33.% the chord:—
. 5 H
e 4 1T T IR- | o] 'y 4
et o ST S - s S O ; L
AR T e o B 2 e o TR Al 1
—\;_'!,""‘"Il& = Fv-r 'Ir‘- L d 1T-' ne L obr W
[
M o+ -, L+ s
e PR ~ o oy Ay ot = i‘l;r i o
ﬁfb—ﬁj ot Pj: = ﬁE— ﬁ'bé : ??#F 3. Various positions of seventh-chords may be stud-
= Cog
e r * ied in the same manner.

=y Exercisce 43 and #4 must be omiited by young popils with smell hends,
L |



Exeroise 36.

Directions: —
The same as for ordinary legato exercises,
the wrist slightly outward in approaching the notes
marked 1

Turn

Exercise 37.

a
JH I -
é ggal‘fzéé %
1
Directions —

I Drop the wrist slightly at the first note of each
group or figure. Turn the wrist outward when
the fifth finger is used.

2 Exercise 37 should be practised with varied ac.

cents, thus: —
ﬁm = : e c) | oo am o | 2
a)
- 1 -+ T~ ele.
& 1 1

3. The following variations are also useful —

-

¢)

B
J)

Exercises 36 and 37 may easily beadapted to chords
of the seventh, either dominant or diminished.

15

The following exercises, preparatory to extended
arpeggios, are analogous to Nos 20 -26 in the last
section.

Exercise 38. C.
: ] % 2 " 3 ’v 8
%\_{ S betge et
li ‘
T 1 .
Py i 2 A Y R
= 2 o '
LY

Exercise 39 (.

GFK1
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Direobions:—

i, Exereise 38 may be omilted by pupils with small
hands, but nol wilhout o trial, foe il is fur lesa
difficuli thran at first appears.

If 1N instruclions for scale - preparation bu re.

e

memlered (see Bxs. 80-267, i @5 only requisite
to consider the nodifications made necessary
by the greater streteh in Exs. 38 — 40, The
wrint mtst e held very far put from the body,
and even the elbow must be held further ou than
urnil Sowe Lifle twisting of the hand will be al-
mosl anavoeidalle, The fingars cannot be curyed
guile 5o mueh &% in the aormal hand -position, but
the corve should be ke best possible.

3. Exercises cxactly similar 1o Nos, 38 - 40 shouvld
b wsed fur the other positions of the ehord: -

The arpeprio may asw be praclived with varying ac-

B ok
- b i

genty and speed. Llus: —

Exercise 41,

)

f

B
I
7 ) SISE— o S PR NPPR

Tl

i efe.

Exercise &1 i3 to be transposed inte all keys, subject
to the following —

Rule of Fingering.

Alwaya pul the thumb o the firsd white note
of the chord in the right kand and on the Jmer
white note of the chord in the left hand (ascend.

| fngh. In the chords of G flat major and B flat min-
or there iz no white aoie;in thess eases kecp Lhe
fingering of Ex.41

[n sludying arpeggios, proceed ax vsoal, from one
hand alone tg both together, from slow to fast, from
soft to loud, Conlrary motion need not be wsed. Prose-
endo upward and deminnende dowoward may be froely
practized.

The following exereise is so useful, and containz a
technical passage so frequently found in piane musie,
that il cannel e cmitted: -

Exerecise 42 al.

The above fingering is to be used whenever the notes
are off white or aff black, that is,in £, F, G, and F.
sharp major, and in D, B A, and E flat minor Finger:

ings for the other keys are as follows:-

Right Hand:—

{For D> Ab B> major and B, Ff, C4, G minor.

GFKL
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(Por Bb, major and minor, only.)

Left Hand: -

(Por D, A. B major, and G, C, F, B> minor.)

---r-". - 'I""- .---

-
o --r-=r i ===r'“==
. -

(For B, major and minor, only)

SECTION V.

A. THIRDS AND SIXTHS.

Exercise 43 '

o;‘ 4""‘&3'

Directions: -
Practise as in Ex. 3, tuking care to pluy the two
rutes exactly together

Excrcisc 44.

b,

m"&&rﬂx @u&z@

a2
B 4

ta la"-l
&HRD

l:-u]

Directions: -
Take care that the two notes are played together
and with perfectly equal tone.

Exercise 45.

[ —
S 353
1

4
i3

UF K1

Directions
1 Huld the wrist slightly in toward the body in the
first measore. particularly at the point marked c.
This makes the very difficolt legato easier. i
the second measure, o perfeet legato is impossible
unless the fourth finger can be put the
third. This is so difficult that it is probably better
to put the fourth finger over the third, holding
the wrist outward and concealing the slight gap

uidder

in the binding as skilfully as pussible.

. Some of the trunspositions of this and the next
exercise.and of Nus. 49 wnd 50, ure very far from
casy But they should at least be attempted

<

Exercise 46.

Directions: -

Conceal the breaks in the binding as well as pos -
sible. Use the wrist in any way that is helpful, but
avoid exaggeration.

Proceed similarly in the following exercises: -

Exercise 47.
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Exercise 48. .
T §3 8%

Young pupils with small hands may deferthe prav-
tice of exercises in legato sixths until the stretches
become practicable,

Exercise Bl.

lo conneetiun with the above, the following ' bind
fng’ exercises may be studied. They will be found
helpful later on in legato octave-playiog: —

Exercise 52 (.

11
fro— - — 5
| i 1 B
—— e

Hrections: —
Here the thumb nuay slide from note to note,which
iz easy from w black note te a white, fairly casy
between two noies Jof% black or white, bt diffi-
cult when the firat note ix white and the sceoad
tlack.

Exorcise 53.

Directions: =
tlers the long fingere must be put over the short
fingers, and the short wnder the long (3 over &, §
over 5, § over b, 4 under 8, 5 under &, & under 3L
The wrist must be held {nwerd, and maybe movaed
slightly up and down, - always wp for the langer
Tinger.

It ia very ucefu} to practine Exzercises 47 and 51
in broken thirda and sixthe in all keys, as below, —

EBxorcise 54.

53‘2”153*13
13243004 Eﬁf#h###ggé,
ete. e,

Exercise &b5.
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o, 12

efe.

:

UEK1



-] = (naall s
- ﬁ ‘ .m
= | E
2 ) £
° -
S ‘| _ m
o f - =
=
= _ <
- |
e [ - | .
wm = ot f £
[~ Bty | -
-
L O s & “
-~ = = | _
0 9 B | .d.
. M, <& | H 3
< a _ _ =
| N e | E
- -: o - LY =
. - L5}
“e .r = u | o |
853 L ) M. a2
v ® ; o 3
o . — [lall= _ 3. @
. © en m ® o . ’+4.. W.m ”
- o @ + 1111
L gt £ 3
& 2] ﬁ _ (1 Lo N
N w X 2 [ = 3
@ FU. - @ % T-l.. @
L. o x ki, " = Lol
2] ] s3] (T - (3]

ele

efc
](‘(r
J

lc
e, -

%tr
.
- o
ele. F—gio .
—gTwreiey Z
p24 3 530
b 5 5
122 182102 24
T FEetoalmsr5
= = s . s S———
B Ba 5,
4
4!’2.‘[.!12‘_12
S 5 o e 5 W D S
- == =T
Nos 5% and 60 must

By
4

1251
o PN
e

13142513
1 li’n

16

B e !
4145108
p—

In the next group of exercises.
be omitted by young pupils with small hands.

Exercise 56
g 4158
- 4
824 59
ils'slt
LA
et

Exercise 57
Exercise b8.
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8. OCTAVES.

(lctaves occur so often in pimne Jiterature that they
demaand more nolice than we have given Lo other forms
of dovble notes. They shonld first be practiced stac-
cato, ax in Fx, 83,

Exercise 63.

e

e
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Directions: —

1. Bend the tip of the thumb inward when playing
vn a while key, 50 that it cannot sirike (wo
notes, The little fingor must alse be curved, for
the same reason, The middle fingers should be
Leld well above the keys, so as not to touch them by
accident; they should be ab loasi semerda! curved.

The fifth finper may he used throughout No. 63,

If preferred, the fourth finger may be used on

black motes in ) and &).

3. In alternations of hlack and white rotes play the
white notes ferfder up the keys than usual, so
thai the hand will not have te shift its position
greally when moving to or from a black note.

4. Take care that the elbow is loose: it is very apt
to stiffen in octave playing.

P

Bxarcize 64. C.
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Exercise 66. C.

HI ) |
o=
Exercise 66. C.

b |
-
b |
3
_-"
3
-
b |
-
b |

Directions: —
Exercises A4-67 are to be played legato. After what
has been said in regard to Exercises 52and 53 they
should require no further explanation. In No. 65, the
slide will be helped by drawing the hand sidewise.
Diatonic scales in octaves may be practised with the
up-and-down wrist.movement, up for black and down
for white as a general principle No fixed rule of fin-
gering can be given, but the following examples may
serve as illustrations.

These fingerings are for /egalo. of course In
staccalo use the fifth finger throughout or the fourth
on all black notes

21

The concluding exercises, Nos. 68 to 71, are of
general usefulness. Take the fifth finger with every
octave, and practise staccato.

Exercise 68.
- (a]

s, al
) ® v Vo vny
A Il a 1 ot -a e ”,
AR Ao ¥ A B A S B e i rrire
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Exercise 70.

Exercise 71.

e

)

bSh

® Large hands may sometimes use the third finger in legato octaves.

LN A #
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SECTION YI.

SPECIAL EXERCISES.

Por week knuckies.

Exeraige 72,
pordamento
.3

g L 5 ] 5 i 3 5

- R & 1 -

Merections: —

1. Hold the tinger perfecily siralght and stiff. Keep
the knuckle as high as possible and foree i1 still
higher (1) by pressing upward from the finger.
Never mind if evervthing is sliff; but remember
that you allow this only temporarily, i work out
a gymnastic, not a mosical problem.

2. Praciige with the fourth finger also, with the
others only if necessary, and in no case with
the thumb.

For Double-jointad Thumbs.

Exerciee 73.
F) 5 —
; — | B I e | 1
[ & 1 | L W 3 | el ] ]
1 T i ]

1044 Jddd 3ddd dddd

r -
i

Directions: —
1. Practise as ln Ex. 18
2. Hold both joints of the thumb woll away from
the hand, bending only the tip inward. Bk keep
the wrézs well ontward from the body. These
two polnts are diffieult in combination,

3. If necessary, help ai firsl by bolding the thumb
in position with the other hand,

Exercise 74 may be praciizsed in octaves zs well as
in sixths.

Excreise 14,

Directions: —

As in Ex. ¥3, bot praclise porfamenfo.
It is aleo very helpful to wateh the thumb closely
in practising chords.

For 8Stretch.

Exercige 75,
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Pingeringa.— ;1;12,
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Easy Fingerings:- 2,0,
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Easy Fingering: — :
. 52
Less my.—j,.’,

Easy Fingeringe: —

Less Easy:— :j

""-.._,,...\/ ~— —_— ~ —
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Fingerings: — E_:
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. e if e

Directions: —

{. Swing the whole arm freely, so that the elbow is
high and far from the body at the sign / low and
near the body at \. This is for the right hand. re-
verse the signs for the left hand. Of course the
hand cannot remain horizontal, but will slope liberal-
ly in the direction of the lines ~» and \ alternately.

2. Choose from the various fingerings to suit the in-
dividual hand, not avoiding difficulty, but guarding
against too great a strain.

8. The siretch at ¢) may be increasea by one note for
large hands.

Stretching power may also be developed by holding the

hand in difficalt positions until rather tired. A series of
positions from normal to very extended, say: —

~N A AR A A

may readily be devised to suit the particular hand.

In all streteching exercises, beware of over-strain-
ing the hand, for some little stiffness is inevitable at
best, and the muscles may easily be injured by too
much work of this kind.

For Variety of Tone.

Exercise 76.

Direetions: —
1. The number of notes played Is immaterial, but
the more the better. Make the ecresecendo and

diminuendo as gradual as possible. Take care not
to stiffen at the 2\
2. Use all other fingers in turn, as in Bx. 8.
This excellent exercise gives great power of control
over the tone. It is not easy, and requires patience and
a considerable exertion of will.

Exercise 77.

T—1— 11—
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For Pelyphonio Playing.

The following exercises will he tound invaloable
as & praparalion for polyphomic playing in general
and the Fogues and Three-part Inveutions of Each
in particular.

Exerciee 80.

3 1 [ 1™ "'J_[_Ii]_

P‘—-'-i:f=:=—'— P

Fer Velocity.

Exercise B1. _
in AM

Fa
re.
Exerciee 79, A S |2

b | ] T
& ~jede. efe,
Faeck bar at feast Jour dmes. ) @LHHEF e
oy ;
- = — =t =

Exearcige B2,

Similar exorelees should be used to 2equire walo -
city in scales and arpeggios {ses Note 23).

. XA



Directions: —

1. Change the fingers silently after playing, as indie-
ated This can be done in a much quicker tempo
than one would at first believe.

2. Bx. 80 is to be played with other fingers also: 32,
43 and 64.

Bliding fingerings (as shown Tor the thumb in Ex.52)
and the putting of long fingers over short and short
under long (Ex.53) are constantly needed in polyphon
ic playing. Any finger may be used in sliding from
a black key to a white.

For Melody.

Many beginners have great difficulty in “bringing
out" a melody when notes of the accompaniment are
to be played in the same hand. I have found the follow
ing exercises extraordinarily useful.

Exercise 83.

Directions: —

1. Play the large notes as strong as possible, the
small notes very soft.

2. At first it will be a help to /i/¥ the finger about
to play a strong note and to let the other finger
rest on the key. Afterwards, however, try to pro-
duece the difference of tone simply by throwing
weight on the strong note.

Exercise 84.

7

( With different fingerings,and in sixths also like Ex.83.)

Exercise 86.

(Accent the other notes in turn,as in Ex.84 )

Exercise 87, remarkable for its difficulty and inge-
nuity, is attributed to Carl Tausig —

Exercise 87.

6.PK.1

For Pedalling.
Exercise 88.
Count. .
a) gt e
3 S N S G A S 6
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Exorcise 89.
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Hemarks:

1. Bimple as these exorcises are. they contain the
whaole prineiple of “syneopated” pedalling. They
gheuld be followed up by a syatematic appliea -
tion of the principle to some siwmple piece ar part
of a piece.

2. 1 have adopted the excellent syslem of nofation
rraposed by Schmidt for marking the use of
the padal. It is the only really exact notation.

*.Daa Padal des Planoforte’

For Polyrhythmic Passages.

Exoreize 90,

-

Diregtions:—
Avoid playing:—
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Directions: —
Count throughout. Do not let the ugly sound of
No. 1 ¢) and f) frighten you.

ixercise 92.
RH. manytimes

)
Count

Exercise 92 can be applied to many passages like
the well-known one from Beethoven's Rondo in C,which
in the original is.—

~F~  EFS _’j’\%

afec.

G.FK.1

27

On the principle of Ex. 92, this would be shown as
follows: —

fT""T"\

! elr

The “Least Common Multiple method of combating
polyrhythmie troubles is very mechanical, and should
be used as a last resort only  But it is very certain
Taking the example already quoted, the manner of
practice would be:—

128456123466 |are

- & £

For Trills.

Exercise 93.

Directions:—
1. Use all fingerings in turn, first:—
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2. Let the arm shake slightly as in the Tremolo aec-
tiom {see Exercise 17).

Some of the best fingerings for trilis are subjoined:—

1% 2 R 8 3 3

For trills in thirds, the besi fingering is wsoally
H f? but the fallowing sre often useful.—

PR S W

i3

¥e- S Ie

For Repetition

Bxearcize 94,

AR Dt B R e

e) ere.
) - ol

Directions:—

1. Draw ihe hand &irectly owfward from the key-
board ot the first note of each group.

4. Use the finger-staceato: but inthese exercises the
fingers may be allowed to slide off the outer edge
of the keys after playing, instead of being raised
in the ordinary maunner. They will thos enrl up.
E0 10 speak. vnder the palm of the hand.

Exerciae 95,
a iy hﬁ'r 2 ¥ iy ; h
o =L m e o B —|
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¥ e
[Hreetions; —

Regin with the wrist low, and raise it a little,
rather sharply, at the lass note.

Exercize 98,
n ” "

|JITT|]_,"_E ”!!!
a)%lm - 1""*_ slfe.

1 1 1 L 1

Exereiza 86 should explain itself.
Obeerve that repeated ehords are played in the
same manner as repeated octaves.

GEK.1L
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NOTES TO THE TEACHER.

SECTION 1.

Rote 1. Hand -potition.
Common fanlts of hapd.-position are: —

1. Btraight fingers.

2. Bad positlon of the thnmba. sometimes dne to

dauble. felntedness.

B. Weakness of the knuckles,

4. Wani of firmness in the osfl.joint of ibe lin.

gera,

b Bed position of the wrlal, often due (o the el-

bow belng beld too near the body.

E. Hand aloplng down toward tha little finger

7. Stiffness of wrist and arm.

The eurving of the fingers ie very lmportnnt. N
skould be consbantly insisted on in lvefinger axer.
clses, aralea, and studiss, even at the risk of*nagring

Spacial exerciges for the remedy of double - jeint-
od thumbs and weak knuckles will be found in the
lest section,

The nail-joint should slways be held In vertical
poeitlen. It must be quiie firm, never yielding or
“breaking™” tnward. This ia ancther poimt requiring
great Insiutence on the teacher's part.

The outwerd pesition of the wrisk throws the weight
of the hind behind the weak fingers, thus supperting
them It Is therefore of distinct use cven o five-fin-
gor exercises, while [n ascales and arpeggion it is
abeolutely indispensable.

Nate 2., Aulaxation.

Nearly all pupile are otIff at flrst. Many suffer
merely trom the mechaniczl difficulty of new and
anfamilisr museele-aotions. Some, however, have not
even a proper coneapficn of relaxation, and eannot
iell whether a Jolnt is siiff or loose st a given mo-
meni. The teacher zhonld io suchk cases be tlrelens
In demonstration. It & masy to make siiffnenx sens-
fble to the pupll, for only if a joint in relsxsd can
it be smoved easily. The wrisi, for Inmance, is be-
yond doubt rigld If {4 does nol yieid readily o a
slow pugh wpward or dowpward.

Relaxetion 1o itself ix mol difflenlt to acquire.
The beginners trouble liea in the necessary cembin-
stion of loose wrist and Tirm finger (the finger-
tip supporiing the weight of the arm). Wheo there
o suffjelant weight in the tonch and sufficient looss-
ness of wrist and arm, the wrist pod elbow may be
moved In apy direetlon wifdoud cauring fhe fin-
gers to feave tAe Aeys. This is o most usefol tost

GFE1

of good tonch, especially as the pupll {practising
with ane hand et a time) can himzelf apply it in
home work.

There are, however, many other methods of show.
ing & pup!l the diffsrence beiweeon supple and rigld con.
ditiona of the jointz. Every teacher haa his own fxv
orita devices. Very afi=n the idea of relaxaiten
rust be presenled in varicus garbs or ftorms unill
one particular mathed of prementation hanpily reaches
the pupil's apprehension, Some teachers, for instapes,
achieve success by making the siudent ecnseloasly
atiffen the whole arm for some time and then, in ce-
faxing, feel by sharp contrast the blessedness of
supplenesn. The Virgil mrihods may alse be cited as
meriterigus.

in short, nothing should be left untried 1o cure
Bliffness, for il ie & deadly foe. 1 ecrampe all me-
tion, quickly eauses fatigue, nnd ruins besnty of tone.

Nor ahould the teachar be content with loocsenens
of wrisd alope. The entlre arm— wrist, elbow =znd
ahoelder, muel be perfeetly free,

Nete 3. Ainger-aciion.
Common faulis are: —

i. Yielding or “breaking” of the nall-joint.

%, Streightenlng the flngers when lilfted,

5. Curling up the fingers under the palm of the

hapd whken lifted.

4. Diragging the unocenpierd Tlngers on the keys.

b. Jerklng ke wrist or arm at evely nole,

The teacher must carefully guard against all these
errore. Correct finger-action iz » perfectly aimple
litt and drop of the knuckle-joini; all other move-
mente of the fingers are unnecesgary and disinrbing.

It should especlelly be meen that tha vertical posi.
tion of the nail-foiok 8 maintained when the fin-
ger [ rafged.

Specizl witention should be pald e the weak

fingers,

Note 4. Twe Legalo Fouchos,
Exerclecs 3 and 4, and almost sll legnto exer-
cises, may be practised with two differend kinds of legato:
A. With )ifted fingors.
B. With eloss touck. In  thie, the fingers are
never ralsed enough to [eave the keys, but al-
waye remein lo actoal soptaet with them.
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Raised fingers give clear articulation in rapid play-
ing. Most teachers will probably prefer to teath ihis
touch firet, “dragging™ of the Fingers being so common
amony beginnera.

The close louch is bast suiled to melodic playing,
whare the mosl perfect legaio possible is desired. No
other $ouch ever gives such sensibility Lo the finger,
such o feeling of reaily wofdiag a melody as one plays
il. While the teacher, therefore, may insist on raised
fingers in technical praclise, he should see that the elose
teurh iz used, even in the first pieces studied, for all
canfalily passages,

The advoeates of (he clase touch claim for it —

1. That it produces the parest “singing™ tone possihle
on ihe piane, beeause the soand of the Tinger fall-
ing on the key is eliminated.

2. That the placing of the finger on the key in pre-
paration of the note about to be played is the best
means of acqniriog nnfailing aceuracy

These points can seareely be disputed, On the other
hand, i% is justly urged thal “smudginess” sften results
from over-indulgence in the clese touch. Why. then,
should we not recognise two distinct forms of Legato,
ot suited to melodie playing. in which the greatest
intimacy of binding s essential, and another preferable
for rapid passage.worck, where clearness is most needed?

I may remark that in my experisnce il is easy to
afquiee Lhe elnse toueh al a lale period of study, hai
difficult to train lingers te lift well unless ane begins
varly,

The dangers of the elose toueh are best aveided by
taking care while praetising seales and wrpergics te
Iitt the fingers from the keys offer plaving.

Cages of wrcossine raising of the fingers are some-
what rare. The seeond finger 15 wsually the chief of -
fender. The teswcher may always safely diseomrage a high
Iift of the fdeard fsee Kele 13 A),

The actoal performance of Exs, I and 4 will be as
follows; —
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This way of wriling, however, is obvicusly very com-
plicaled and would puzzle pupils needlessly. Bx 3 A
and B must of couree be performed similarly.

Note B. Fone.production,

Beanty of tone. especially in legain-playing, is the
greal msthetie difficulty of the piano. All pupils should
therefore be made to cnltivate il from the beginning.

It may casily be shown that eérifing the keys pro-
duces hard, wosymmpathetic tone, and thal pregsiere of
wrisl or arm produeces heavy tone, IF{nger-pressu're
produces pood tene, but not in sufficient valume for
all purposes. parlly beeause the sérengoth of the dif-
Tevent Tingers varies so preatly.

The auther strongly insists on the necessity of us-
ing fhe welgh? of the arar in ihe production of sing.
ing tone, This weight musl be coneentrited. on the
finger-tips, Lut culirely withont effori—exactly as the
weight of the bedy rests on the feet in standing or
walking, The following poiuts are deserving of the
teachers attenlion:.—

1. The uee of weirht is the most eequvmical means
of tone-produclion. for no efforlt whatever is
requized. .

2. The weight of the arm can be used in any yuan-
Lity desired to gain varied voluire of lene, In
Iight aecompaniments and very delicate pass-
ages it can eauily be held back altegether,

3. If one depends on weight for tene, the differ-
ruces of strength among the {ingers need not trow-
ble the player.

4. Weight resling on the keys gives ihe nearest
possible approach $o the flow of uninlerrupied
gound groduced by the violinists how or the sing-
er's breath. I is, moreaver, ousily distributed
in any desired degree to any part of the hand
{see Ex. BI-87).

With Lhe most correcl method, however, no popil
will ever pruduce a really beaotiful singing tone un-
less he Awfows to every note. The ear is the sole
judge hetween pood and bad in tone, and ity critical
pewer must be carefully frained.

Note 6. Awercize &, 2fr,

A Lrue legato is a confimnsfy of foswe, Nt o sece
cesiion of tones. Merely "binding™ notes together oft-
w0 results in & series of sofl blowe or Impacts in-
stead of an wnbroken stream of sound, The legalo
of a good singer or violivist may be taken a5 a
gtandard for the pianists effort.



It is, indeed, theoretically impossible to obtain an
absolute legato (except in diminuendo) on the piamo.
But piano-playing is an art. not a science: a legato
appeals to the ear. not to the mathematical sense:
hence good players succeed in spite of theory

The legato is the most diffieult and the most beauti-
ful of all touches. Accordingly, it needs and deserves
constant study.

In playing slow melodies the tones may be allowed
to overlap very slightly— never enough to eause “blur-
ring The fingers need not be curved quite as much
as usual.
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Note 7.

The elements of Technique— hand-position. finger.
action. and relaxation— are so far-reaching that their
importance can hardly be exaggerated. They should
be revised periodically to guard against relapses. and
it should be seen that they are put to practical applic-
ation in studies and pieces. The first studies and
pieces given should contain nothing more involved than
five-finger passages and simple chords, Scale-work
should come next. then arpeggio figures and mixed
passages. just as in the Technique itself. Easy studies
well played are preferable to difficult ones in which
the pupil violates all principles of good action.

SECTION 11

Note 8.

Helpful as are the movements treated of in this
seclion, it is necessary to warn against exaggera-
tion. lest they supplant instead of merely assisting
good finger-action. Observe the metronome marking
in Ex 11, and note that the wrist can be moved only
onee for every Sfour notes in rapid tempo

Note 9

In transposing exercises into other kevs. the pupil
should be allowed and if necessary instructed always
to strike white keys on their droad part. not on the
narrow part between the black keys. This involves
frequent movement of the hand nearer to or farther
from the keyboard, but fortunately there is no dif-
ficulty whatever in the motion. In chords and arpeg-
gio figures. of course, one must often play white
notes on the narrow part

Note 10. Fxercise 17

If the explanation of Tremolo-action is not easily
understood, make the pupil stretch out his arm with
the pulm of the hand upward. then reverse the posi-
tion. turning the palm down By repeating this pro-
cess rapidly a few times he will soon gain the right
idea

Note 11.

The special exereises for Variety of Tone and Vel
ocity may be given to pupils before they attack scales
Others of the special exercises may be used at any
time: those for pedalling. polyrhythmic passayzes,
bringing out melodies. and polyphonic playing. will
doubtless be sugygested by difficulties arising in the
pieces studied

SECTION IIL

Note 12. Seales.

A. The close touch may very profitably be used in
the preparatory exercises. The thumb should nover
be raised from the keys in scales.

B. In ascending. the right hand may slope slightly
downward to the little finger. in descending it
should be tilted the other wuy. The slopes are the
reverse. of course, for the left hand. Do not let
the pupil exaggerate this point: often there is no
necessity to mention it at all.

C. The hand may perhaps be arched a little more than
usual, so that the thumb may pass under more freely.

D. If the pupil has trouble in subduing the thumb
sufficiently, the following method of practice will
give quick results:—

0.FK. ¢

E. A very slight up-and-down movement of the wrist
is permissible and even advisable in scales. When.
ever the thumb plays the wrist should be low.

Note 13. System of fingering Scales.

Without wishing to force the method given in the
text on those who may prefer other systems, | strong.
ly advise against teaching scale-fingerings by the
thumb-positions, of which there must be 7o in every
octave as against one of the fourth finger,

Note 14. A/ternative Seale-fingerings.

Many writers give the following fingerings of cer-
tain melodic minor Scales:—
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Faharp mingr.

F uagar.

{Tha foerth fioger might fail on F§ Lu the ssale of I al-
gtr, perhaps even in O3

The modern fingering of these acales ia less re-
gular but easier.

Many of the scales mighl depsri from the accepied
fingerings to good advantage. As a maiter of inter-
ext, und withonl recommendisy innovations, ! wubjoin
a few examples of poudible left-hand fingerings: —

(Bimilarly 1o © miner, G miner, I minor.}

Many & Leginper wonld be pratified by these changes!

Hote 16, Scaie-procirse.

Do not let the pupil prarclise seales always in ithe
same order. They should be played sometimes intheor-
der of fifths {C, G, D, ete.), sometimes in chromatio sue-
cesgion, and sometimes aliernsting major with relative
or tonic minor.

Is it necesszry to worry pupils with wealen in wivths
and tegtha? I for one,think not. The conmeientious teach-
er who differs from me most change the fingering
of vepiain gecales when begineing on the third degree:
thir ip very little troohle.

[n fast practise the seales whoold be played with
lighter toné, in order to avoid stiffness.

SECTION IV.

Note 18. Exerciver 25-34.
Of course the marking: —
™ M M m

I ] 1 1 ]

i

really impliea: —
myn¥m¥ny

—1 ] i 5

)

Exercises 29-34 may alsc be pracilsed without re-

peating the chords, thus: —

in order 1o gain facility in moving from one poaition
to ancther.

Note 17. Frercises 31 and 52
The teacher must see to it that the pupil does nol
ghirk the fourth finger In chord-positions, whether full
or broken. Kevertheleas,ihe third finger may be sub-
atituted for the fourth in the fullowing chordu:—

=F K1



Note 18. Arercise 34.
The following fingerings will help small hands: —

Note 18.

The teacher must bear in mind that the curving of
the fingers to the degree required in scale-playing is
unnecessary and often impossible in extended chord -
positions and arpeggios. The chief advantage of curved
fingers is clearness of articulation, and in scales this
is vital: but in arpeggios the effect is actually improved
if the tones run together. Hence one uses pedal in
arpeggios and avoids it in scales.

It is always well, however, to insist on the best carve
possible.

Note 20. Arpegzio Fingerings.

The rule given in the text holds good for arpeggios
formed from dominant and diminished sevenths.

As the first position of arpeggios formed from triads
is the most diffieult in many keys, it is wise to sub-
stitute (in free playing) the fingering of another posi-
tion when there is room for choice

SECTION V.

Note 21. £zercises 45 et seq.

The effective disguise of the slight breaks in /eguto
necessary in most double-nnte passages is an import-
ant point. A light use of the wrist in any direction
helpful at the moment (always avoiding undue exagger
ation) is the great requisite.

Scales in thirds and sixths are excluded from this
section, not being elementary technique. Ambitious pu-

pils may be referred to Moszkowskis work on Double
Notes, and.for octaves, to Kullak's well-known treatise.

Practical fingerings of scales in thirds and sixths are
to be found also in Zwintscher's "Technical Exercises”
Busoni Lias made interesting suggestions as to double-

notes and octaves in his scholarly edition of Bach's
“"Well-Tempered Clavichord'.

SECTION VL.

Note 22. Stretch.

The idea of swinging the arm in practising stretches
is due, [ believe, to Mr. Virgil.

The teacher should be very cautious in attempting to
enlarge a pupils grasp. Much harm may be done by in-
judieious foreing. In the case of children, it is almost
always best to wait for the natural growth of the hand.

Note 28. Velocity Exercises
Miss von Unschuld, in her exposition of Leschetizky's
principles of teaching, very reasonably advises the ex-
clusion of the fAumd for final notes in exercises for
Scale -velocity. The series would thus be: —

Similarly, of eourse, in arpeggios.

Note 24. Pedalling.

Observe that in Ex. 85 the pedalling connects tones
between which there would otherwise be gaps. while in
Ex. 59 it prevents “blurring"” of dissonances. Unly “syn-
copated™ pedalling fulfils both these conditions.

Note 25. Pu/yrhythms.

Do not despise Ex 90 it ix often a hard nut to erack

When pupils have once learned to play three notes
against two, other polyrhythms usually lose most of
their terror. Never attempt to use the “Least-Common-
Multiple” method for three notes against four: the rem-
edy is worse than the disease. The ear is here the on-
ly guide, though it is useful to practise each hand sep-
arately in the full tempo as a preparation.

GFK.1
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