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The four volumes ot the present series undertake
to present in orderly sequence and arrangement the
entire system of pianoforte technics, as evolved in
the teaching experience of the author during his pro-
fessional career of more than thirty-five years. The
central feature of the system is the combination of
elements in the daily practice for securing the highest
possible degree of flexibility, responsiveness, and ver-
satility in the fingers, and, at the same time, educating

the ear to all shades of tone-color, and securing a.

reposeful and exact rhythm and clear accentuation in
all degrees of speed. These, I believe, are the tech-
nical qualities through- which musical interpretation
upon the pianoforte comes to expression.

This diversity of qualities is sought in all parts of
the practice, but the elements of tone-color are mainly
prepared in the Two-Finger Exercises. Meter and
Rhythm are elucidated in the metrical treatment of the

Scales and Arpeggios, where all the sensational andt

ornamental qualities of pianoforte playing are con-
stantly held in view. The school of Octaves and Bra-
voura puts the finishing touches to the playmg upon
its sensational side.

Exercises more or less completely 111ustrat1ng these
principles were first published in 1867, when their
practical value had already for several years been
demonstrated. The Two-Finger Exercise was more
fully elaborated in my Technics, 1876, and has been
still more carefully explained in the first volume of
Touch and Technic, 18go. The other types of exer-
cise peculiar to this system are the accentual treatment,
the harmonic changes of the diminished seventh, the
principle of velocity, the principle of octave-playing,
and the new apparatus of Graded Rhythms. The latter,
which has been used in my teaching for more than
twenty years, is found to secure in the same exercise
three extremely important advantages, which are not
so well united in any other exercise, or short combina- |
tion of exercises, known to the writer., In the same
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effort it secures an exact observance of meter and
rhythm, in a combination embracing four grades of

- speed, geometrically developed. Out of full-pulse,

rhythms grow half-pulse, quarter-pulse and eighth-
pulse rhythms, all carried through at the same rate by
the metronome. In connection with this, there is the
transition from the full, round, reposeful, clinging
legato, to the lightest and most rapid play of the
fingers. In the present work, especially in volumes II
and III, it has received a fuller development, and is
placed in the very fore-front of the system—a position
to which it is well entitled, by reason of its productive
value as an educational apparatus.

All of these elements were original with this system
and, after some ten years’ use in private teaching,
which served to test and establish their efficiency,
were first published in 1867. More recently they have
been copied, although without regard to method, into
various instruction books, technics, and collections of
exercises, thus affording additional testimony to their
usefulness.

It is, perhaps, unnecessary to say, further, that great
pains has been taken in the present volumes to place
the system in its entirety and in its individual elements
before the reader in such a way as to reveal to him
(1) its fundamental principles, (2) the exercises apply-
ing them, and (3) the leading features in their relative
importance, as clearly and easily as possible. In ac-
complishing this part of my task, I have received

important assistance from my friend, Mr. W. S, B.

Mathews, who for twenty-one years has been an appre-
ciative and diligent supporter of the system, and who
was once before associated with me in presenting it to
the public. His ready assistance has enabled me to
complete this work at a much earlier date than I should
otherwise have been able to do, owing to a not very
robust state of health and a stress of professional

occupatlon.
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ARPEGGIOS AND BROKEN CHORDS,

METRICALLY AND RHYTHMICALLY TREATED.

A PRACTICAL INTRODUCTION TO RAPID AND BRILLIANT PLAYING.

WILLIAM MASON.

OPUS 44, No. 3.

GENERAL INTRODUCTION.

SectioN 1. The name “ToucH anp TecuNIC” has

been selected as an appropriate designation for a sys-

tem of training which aims at developing, synthetically
as well as analytically, all the various forms of finger-
facility commonly embraced under the name of “tech-
nic;” and in connection therewith the education of a
deep, full, light, expressive touch, without which no
musical playing is possible.

The component elements of first-class piano- playmg
are the following:—

Tune, (as regards the planoforte accuracy of exe-
cution.)

TiME, (attention to meter and rhythm.)

Quarrty or Tone, (by different gradations and
methods of touch.)

ExpressioN ( (through quality of tone as produced

or { by different kinds of touch, and by
PHRASING, inflectional emphasis and accent.)

FaciLity oF EXEcUTION, { (in passages of every

and at the same time .
variety of speed.)

ReEeProsE.

The exercises in this system -contain all these-ele-
ments, or the germs of them, and are intended to bring
them into action and use from the very outset. Inas-
much as the qualities enumerated above are all factors
in the composite unit, good playing, no one of them
can be neglected without impairing the general result;
and the habit of attending equally to each and every
one of them simultaneously must be acquired at the
very beginning. This is not so difficult as has generally
. been'supposed, nor is it in violation of the principle of
“One thing at a time.” There is but one “thing,”
which is ke interpretation (or expression) of the musi-
cal idea; but this one thing properly considered re-
quires equal attention to all the factors enumerated.
No one of them should be lost sight of while giving

special attention to the others, because if this happens
it will naturally and inevitably be found later that
habits of omission have been acquired, which are diffi-
cult, if not impossible, to eradicate. They are the
natural result of the incomplete and defective musical
concept unconsciously established in the student’s mind,
through the one-sided and misleading method of prac-
tice too often permitted. Habits of this kind are fully
as difficult to overcome as those of commission. It
is true that exercises are generally designed for some
specific purpose; but the student may lay it down as
an invariable rule that, while any one special feature of
playing is under study, all the other qualities of good
playing should concurrently and constantly be ob-
served in the practice.

It will be noticed by the attentive reader that the
foregoing are exactly opposed to the direction often
given young students “ First get the notes right, then
the expression.” Experience shows, beyond contro-
versy, that better results follow the study if the musical
effect is borne in mind from the very beginning.

BirpsevE View oF Toucu anp TecHNIC.

Sec. 2. This system of “Touch and Technic” con-
sists of four different kinds of passage (or exercise),
and it is intended that the pupil practice something
of each class every day, excepting when for good
reason one element or another may be temporarily in-
termitted, namely :—

1. Two-Finger Exgercise. (“Touch and Technic, ”
Vol. L)

2. MErricaL Scares. (“Touch and Technic,” Vol. IL.)

3. MEerricAL ARPEGGIOS.  (“ Touch and Technic,”
Vol. 11L.)

4. ScuooL oF OcTAVEs aND-Bravoura. (“Touch and
Technie,” Vol. 1V.)
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The daily practice is intended to embrace each of
these different kinds of exercise in turn, for a few
minutes only, but no one to excess. This system of
technical practice imposes but slight burdens upon the
pupil, and never over-exercises one set of muscles or
faculties; and at the same time, through the system of
metrical elaboration, absorbs and concentrates the
attention to a degree otherwise unattainable in the
practice of exercises. The hand is left elastic and in
a high condition of artistic responsiveness, the value of
which is seen positively in the superior musical quality
of the playing of those trained under it; and nega-
tively in the fact that not a single case of pianist’s
“cramp,” so far as known, has been experienced by
students practising in the diversified manner here
directed.

Sec. 3. Volume 1. Inasmuch as a musical and dis-
criminative touch intelligently applied is the most im-
portant part of a player’s outfit, the first volume of
“Touch and Technic” is exclusively devoted to this
part of the training. That volume having now been
some time before the public, and many thousands of
copies circulated, it is not necessary here to occupy
much space with its especial features. Suffice it to
say that its object is to thoroughly train the hands and
fingers in all those varied manners of touching the
keys, without which the different tone-colors and musi-
cal effects required in the compositions of the greatest
tone-poets cannot be given adequate expression. With
this end in view it aims to form the indispensable prac-
tical complement to the distinctly musical material
through the study of which the musical faculties
themselves are rendered semsifive and deepened, the
tone-perceptions more delicate and discriminating, and
musical feeling more refined and spiritual.

Skc. 4. Volumes 11, m1 and 1v. The present and
companion volumes cover different ground, which must
now be considered. Pianoforte passages consist either
of Scales, Arpeggios, Chords or Octaves. These in the
aggregate comprise the totality of brilliant pianoforte
technic. They are not generally played in the thought-
ful and impressive manner appropriate to melody, but

-with speed, brilliancy, and at times with almost incon-

ceivable lightness and delicacy. The effective execu-
tion of this part of the playing has long been regarded
as the distinguishing mark of a well-trained pianist, and
instruction books and manuals of technics have fur-

" nished a great number of typical forms intended for

training in this direction. All arbitrary combinations
of tones devised for practice have, however, the great
disadvantage that they are vacant of meaning, nor is it
possible by simply repeating them over and over to
build up out of them significant unities. The habitual
reiteration of them in daily practice engenders mental
habits of the’ most careless description, and owing to
their tiresome character and arbitrary construction, the
fingers derive from practising them but limited aid
toward overcoming the difficulties offered by well-made
bravoura pieces. :

Sec. 5. In the effort to surmount these unfavorable
elements of practice, in the case of certain pupils more

than usually inattentive, yet with an encouraging amount

of latent musical endowment, the Author, about thirty
years ago, had recourse to the metrical treatment of
the radical elements themselves of brilliant passages,
namely, the Scales and Arpeggios. The immediate
results were so gratifying, that by degrees further
applications of the same principle were made in the
instruction of some hundreds of pupils, a large number
of whom are now concert players, high-class teachers,
and accomplished musical amateurs. The system has
made encouraging progress through the somewhat
uncertain medium of oral teaching, and at several
times its principles and methods have been given to
the pablic in more or less completeness. But with the
purpose of securing yet greater simplicity and clear-
ness in the explanations, and of including the latest
conclusions relating to it, the present volumes are
offered to the consideration of teachers, and students.

Sec. 6. The fundamental principle of this system,.

then, is that scale, arpeggio and chord passages com-
prise the totality of brilliant technic. They employ
comprehensively and unitedly the muscles of the fin-
gers, wrist and arm. And the main and characteristic
feature of the method of practice is, that every day the
hand receives its ““daily bread” in each one of these
different faculties; no one being neglected, but all
receiving attention, if but for a few minutes,—the
entire practice occupying much’ less time than has
generally been supposed indispensable where a high
degree of technical attainment is intended.

A New MetHOD OF DEVELOPING SPEED.

Sec. 7. The Author feels that he would be unjust
to his readers, and to the experierice of which the
volumes of this series are the fruit, were he to fail to
call attention in advance, and in a formal manner, to
one of the most vital elements of the whole system of
practice here exhibited, and at the same time the most
novel. Reference is made to the new method of
developing speed. About thirty years ago he discov-
ered that speed could be arrived at by average pupils
much more quickly by intermingling fast and slow

practice in certain proportions, than by confining the

attention to either one, to the exclusion of the other;

and that rapid playing indeed was necessary in order

to establish proper hand positions, and correct muscu-
lar action. He also found that speed would come
sooner by making a sudden transition from slow prac-
tice to a very fast playing of a passage for a few times,
and then recurring to the slow motions, upon which the
sure order and method of the playing depended.
More than twenty years ago he devised his Velocity

forms, which were first printed in his Technics, in 1876.
These had in them the germ of the entire principle, but

the application was incomplete ; and while many pupils
experienced great benefit from this method of prac-




tice, there were others whom it still failed to reach.
Some time before the publication of the Technics he

had been in the habit of using in his own teaching a |

graded study of rhythm like that in No. 275 of the
Technics, and the exercise was correctly printed in that
work, but owing to its location, amid a variety of other
forms of exercise with which it had no very apparent
connection, its vital significance, as the central thought
of the entire method of practice, was not appreciated
by students, and its use has accordingly and very
naturally been limited.

Sec. 8. In the present work, this principle meets
the student at the very outset of his studies in every
form to which metrical treatment is applied. After a
very few preliminary performances of the passage,
whether arpeggio or scale, he is immediately required
to play it in a metrical gradation of rhythm, proceeding
from whole-pulse rhythms to half-pulse, quarter-pulse,

and eighth-pulse lengths, at a rate of speed already -

corresponding in the first grade to a strong allegro.
Contrary to the impression of teachers who have not
tried it, young pupils arrive at the first grades of speed
by this system with very little trouble, and it is only a
short time before they are able to make 'a successful
approximation to the great rapidity of the last form,
Grade IV.

The principle upon which the exercise rests is that
of first making the player conscious of the musical
figure out of which the exercise is composed, and of
the muscular motions needed in playing it. This hap-
pens in Grade I. In Grade II, there is still time for
deliberation as to figure and finger; in grade III, a
degree of speed is at once taken which under the old
system is not reached for a much longer time of pre-
liminary study. And in Grade IV, we come immedi-
ately to a speed which is great even for good players.
“This in the case of beginners may not be reached for a
little time, but if the effort be persisted in, and the
incontestible testimony of the metronome be continu-
ally appealed to, in order that there may not be a
weakening of the rhythmic motion for the accommoda-
tion of slow fingers, the pupil will in almost an incredi-
bly short time seize the knack of" the hand and finger
motions upon which fast playing depends.

Sec. 9. It will be observed that this method of
velocity differs in two important respects from all other
velocity practices offered students. In the first place,
the musical form is very short, and is a real unity of
itself, such as appeals to every latent musical intel-
ligence. In this respect it differs from all arbitrary
formulas used as motives. Second, it admits and in-
vites development into larger and larger unities, which
as soon as formed are just as apprehensible and com-
prehensible (even by young pupils) as the short forms
out of which they have been composed. In this res-
pect again, it differs from all long passages developed
out of arbitrary musical figures. Hence at this point
the student is already in a very favorable position with
reference to the high degree of speed required, since

the mental strain of conceiving the entire passage as a
unity does not exist, the passage, when composed of
arpeggios or scales being felt as a unity by the intuitive
exercise of musical intelligence of a grade requiring
little or no preliminary training.

Sec. 10. Still more important, third, are the con-
ditions under which speed is demanded in this exercise.
Instead of leaving the student to “gradually increase
the speed, as he gains in ease,” he is made here #
exactly double the speed at the very first step. There is
no question of waiting, he is to do it at once—intuitively.
The metronome is ticking away, leaving no possible
doubt as to what this exact doubling may mean. Then
he goes on again to double this in turn, the metronome
still going on with its relentless admonition. And,
finally, he doubles once more, the metronome being
still the witness.

The Author has found by experience, that in the old
way of expecting the speed to be gradually increased,
the majority of pupils continued with very slight
increase of movement beyond the moderate dog-trot
which they first happened to hit as a fast form; but in
the new method the mathematical relation of the fast
way to the slow way immediately preceding affords the
student an enormously efficient incitation, so that as
soon as the sense of time becomes quickened to the
true significance of the fast form, the speed is very
soon attained, even in the high grades.

Skc. 11. The principle of the fast forms, Grades
III and IV, here is in no way different from that of the
Velocity exercises which were so important a feature
in the Technics, and several of his previous works.
Only the meethod of making the student conscious of
the high speed desired, is applied in another way. But
this method is everything. It lies at the very foundation,
and affords a way by which inexperienced players can
learn the knack of playing fast, and at the same time
secure whatis of equal importance to the later develop-
ment, the certainty of practicing their exercises in three
or four degrees of speed radically different from each
other. By this diversified speed of practice alone will
brilliant playing be attained.

Sec. 12. So whatever of novelty the teacher may
find in these graded exercises, and however difficult
they may seem for the place they occupy in every
department of this system, it is hoped that they will be
faithfully attempted,-in careful observance of the direc-
tions appended ; which being done, the Author has no
fears for the result. He desires simply that other
teachers may find in this simple exercise the aid that
he has invariably had from it in many years’ experience
in teaching. '

DEFINITIONS.

Sec. 13. In the course of these works it is found
convenient to employ certain terms in definite mean-
ings, which being in part peculiar to this system, or not
generally a part of the terminology of technics, need
to be accurately defined.
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Time in music includes all the elements of tone-
length and duration, as also rests, pauses, holds,
etc.

Moter is the measuring off of the time into a definite
rate of pulsation, and the grouping of: these into
measures by means of accents. Every piece limits its
motion in time by assuming a certain pattern of pulse-
rapidity, and a certain frequency of accent. This con-
tinues to the end of what is called the movement ; which
is changed whenever there is a new rate of pulse, or a
new grouping of pulses into measure. Meter holds
the same place in the Ze of music that tonality holds
in funme. In the same way that a movement is com-
posed in a certain meter, so a melody is composed in a
certain ey, t. €., all the tones in the melody are taken
from a certain key, or are related to it. In like manner
all the durations in a piece are computed by reference
to the meter. ‘

Rhythm is the rate at which the tones of the music
move, as measured against the background of the
meter. Hence rhythms are complicated to an endless
degree, and it has not yet been found possible to form
a terminology capable of expressing them clearly. In
the present work the rhythms are comparatively simple,
being pulse-rhythms, or half-pulse, quarter-pulse, etc.,
without subordinate modifications. An established
rhythm of this kind in a piece of music is called a mo-
tion, and is generally found in the accompaniment, Or
the counterpoint, and rarely, in this simple form, in the
melody itself.

Metyical Treatment. By metrical treatment is meant
playing the form (that is to say the scale or arpeggio)
in a certain kind of meter (measure)..

Rhythmical Treatment. By rhythmical treatment is
meant playing an exercise in 7hythmical relation ; which
may be either one of two kinds, or both together :
First, the different meters may be combined in it in
such a way as to show their mutual relation. This takes
place in all the Rhythmic Tables of the present work,
such as those in Exercises 6, 7, 11, 36, 39 and many
others. These are designed to correct the common
imperfect misapprehension of the exact relation exist-
ing between half-pulse, quarter-pulse, and eighth-pulse
motions in the same movement, Second, a single
rhythmic motion may be taken and repeated over and
over through the form until the rhythmus is completed
by the return of the accent fo the starting point. This
s what takes place in all the exercises in the present
work, especially in the sixes, nines, and other forms
which do not complete themselves upon the first repe-
tition of -the pattern. Third, both methods may be
combined in the same exercise. This takes place in all
the Graded Tables, especially in those containing sixes
and nines. The object of rhythmic treatment is that of
intensifying the sense of rhythm, which being the
representative of the mathematical part of - music,
requires to enter into the playing with the exactness of
mathematical proportion.

Accent is a stress laid upon 2 tone in order to

indicate its relation to something else in the same
connection.

Metrical Accents are those which mark the meter
by a stress laid upon certain tones in order to tndi-
cate the boundaries of rhythmical unities. Hence two
important practical considerations follow: First, the
Accent must be distinct to the ear of the hearer, and
-unmistakable. This is 2 vital point too generally
neglected. Second, every rhythmic unity has two
boundaries, a beginning and an ending. The hearer
must be able to. distinguish both these by means of
accent. The end of one unity is generally the begin-
ning of another.

Motion- Patterns, or simply Patterns,” are outline-
patterns of the direction which the hands take with
reference to each other, in the performance of scales
or arpeggios. Such as direct (both hands in the same

direction and at octaves) ; contrary, (the hands moving

in opposite directions) ; cano, (where one hand follows

the other at a certain interval, repeating the same

melody). Velocity, (the instantaneous sweep of the

hands from one extreme to the other,) etc. The term

«practice-forms” has been reserved for application to

the different forms arising from treating the “motion-

pattern” metrically. Hence every motion-pattern may .
afford a considerable number of « practice-forms.”

ARPEGGIOS.

CHAPTER I.—ARPEGGIOS DERIVED FROM THE
DIMINISHED SEVENTH.

Sec. 14. By Arpeggio is meanta melodic formation
produced by the tones of a chord sounded separately.
The term Broken Chord is herein applied to those
arpeggio forms arising from the tones of a chord taken
in srregular order according to the pitch. Arpeggios
consist of the tones of a chord taken consecutively
according to the pitch.

Arpeggios are founded upon Triads (chords of three
tones), and upon Seventh chords (chords of four tones).
For reasons purely of mechanical nature, the practice
is recommended to begin with the positions on the
diminished seventh, which is here to be introduced and
taught in a mechanical manner. The advantage of
employing the seventh chord instead of the triad in
the earlier stages of practice are two: First, it employs
all four of the fingers in regular order, whereas in
triad arpeggios there is always one finger omitted,
consequently, these arpeggios aré easier for the student.
Second, they give rise to a great variety of available
forms, and when exhaustively carried out, amount t0 2
complete summary of four-note arpeggios.

Sec. 15. Purely as a matter of convenience the C



position of the diminished chord is taken as a starting
point, as shown in the figures Ia and Ib, andin Ex. 1,
page11. By regarding this position as a starting point,
and as a preparation for each harmonic change, the
various positions which follow are, by means of a simple
device, arranged in the order in which they here appear.

Observe that the thumb and fifth finger remain in
the octave position throughout the entire series. The
harmonic changes are brought about by moving the
2d, 3d and 4th fingers, first singly, then in pairs, and

finally the three together. It is essential to bear in
mind that these changes must, in musical parlance,
be" uniformly by half-steps. For example, place the
left hand in the primary position, see Figure 1. Now
move the second finger to the next key on the left, and
we have the second position, as shown in Figure 2.
Always remembering to place the hand in the primary
position before proceeding to the formation of a new
one, the fifteen different hand-positions of the First
Series may be tabulated as shown below.

TaruLaAR VIEW OF DERIVATIVES FROM THE C PoSITION OF THE DIMINISHED CHORD.

FIRST SERIES.

{ The thumb and fifth finger remain} S=8 Flf ’
in the octave position, throughout. =~ * © © 7 7 7 '
¢ Move the 2d finger to the next key on the left, IL

“ «  ad o« “ « I

« “« 4th < “| ¢ ¢ IV.

« T 2d ¢ ¢ « right, V.,

“ ‘s zd  « “ ‘¢ ¢ VI

« ¢« 4th o« “ € ¢« VII

¢ ¢« 2dand 3d fingers to the left, . . VIII

6 ¢« 3dand 4th “ “« .o 1X.

6 6« 2d and 4th “ ¢« .o X.

“ ¢ 2dand 3d “ right, . . XI.

« « sdand gth « .. XIL

‘ ¢« 2d and 4th o “ . . XIIL

€ ¢ 2d, 3d and 4th « left, . . XIV.

“ ¢ 2d, 3d and 4th right. . . XV.

SECOND SERIES.
{The thumb and fifth finger remain} Szz Fic.
in the octave position, throughout. )~ ° e
««  Move the 2d finger to the next key but one

upon the left, whole-step lower, . . XVI.
¢« Move the 3d finger to the next key but one

upon the left, or a whole-step lower, . . . XVIL
<«  Move the 4th finger to the next key but one

upon the left, or a whole-step lower, . . . XVIIL
<« Move the 2d finger to the next key but one v

upon the right, or a whole-step higher, . . XIX.
«  Move the 3d finger to the next key but one

upon the right, or a whole-step higher, . . XX.
¢«  Move the 4th finger to the next key but one

upon the right, or a whole step higher, . . XXI.
<« Move the 2d and 3d fingers to the next key but

one upon the left, or a whole-step lower, . . XXIIL
¢« Move the 3d and 4th fingers to the next key but

one upon the left, or a whole-step lower, . . XXIIIL.
¢ Move the 2d and 4th fingers to the next key but

one upon the left, or a whole-step-lower, . . XXIV.
<« Move the 2d and 3d fingers to the next key but

one upon the right, or a whole-step higher, . XXV.

¢« Move the 3d and 4th fingers to the next key but

one upon the right, or a whole-step highet, . XXVI.
¢« Move the 2d and 4th fingers to the next key but

one upon the right, or a whole-step higher, . XXVIL
¢« Move the 2d, 3d and 4th fingers to the next key

but one upon the left, or a whole-step lower, XXVIIL
¢ Move the 2d, 3d and 4th fingers to the next key

but one upon the right, or a whole-step higher, XXIX.

It will be seen that these various derivatives from
the diminished seventh in the first series are all domi-
nant sevenths, secondary sevenths, and the so-called
‘French’ sixth, 7. e., the chord of the augmented sixth,
fourth and third.

SEC. 16. Second Series. Yet fifteen other derivative
chords may be formed from the same primary position,
by moving the 2d, 3d and 4th fingers a whole step
instead of a halfstep. This series of changes does not
give rise to so musical chord-forms as the preceding,
and the hand-positions involved are less easy and
natural. For this reason the Second Series is recom-
mended to the practice of advanced students only, and
then with great moderation. The player in search of
virtuosity, however, will find them of considerable assist-
ance, since similar arpeggio forms are scattered here
and there through the entire range of difficult modern
compositions for the piano.

The manner of producing the entire twenty-nine deri-
vatives of the C Position is here shown in tabular form.

Sec. 17. Farther Development of Arpeggios. In
the same manner, by taking primary positions upon
any other keys, both series of harmonic changes can
be made from the new point of departure thus chosen.
Since there are twelve finger-keys in the octave upon
which diminished chords can be played, and since the
two series of changes here described number twenty-
nine for every primary position, the total number of
diminished chords and derivatives included in the
system amounts to 343. The number of exercises
resulting from these different chords, when metrical
treatment is applied to them, according to the directions
hereafter given, is almost inconceivable. A very
moderate estimate gives many thousands of exercises
essentially different, resulting from the intelligent fol-
lowing out of the plans hereinafter described. It is
not expected that any student will fully complete the
system, or more than the first series of derivatives
from a few of the leading primary positions.
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MEeTHOD OF PRACTICE.
Sec. 18. The qualities desired in the satisfactory
performance of running passages, whether scales or

arpeggios are four.
STRENGTH,

EvasricrTy,
VELOCITY,
Tone QuaLlty,

and these will not be acquired unless the practice be
intelligently administered. Hence in every day’s prac-
tice the following points must be considered and pro-
vided for :—

1. MusicaL Variety, through the frequent change
of scale * or scale form and arpeggio.

2. MEtricaL VaArieTy, through the application of
various meters and rhythms.

3. RuvramicarLy VARIED AND GRADED SPEED, for
securing repose in brilliant passages of every kind.

4. VARIETY OF Force, through the application of
all grades and degrees of power.

5. Variery or Tone-CoLogr, through the applica-
tion of every kind of touch.

DirectioNs ForR DaiLy PracrTick.

Chotce of Meters. Meters of 6’s, 8’s, 9’s and 16's are
the most important for daily use.

Grades of Speed. Combine the meters in such a
way, that at the very least two rhythmic grades of
speed are comprised in every exercise; in a majority
of cases three grades should be practiced in connection.
This is shown in the Rhythmic Tables, like Exercises
6, 7, etc. ~ Occasionally two grades may be combined,
as for instance 6’s and 12’s,9’s and 2%’s, or ¢’s and 18’s,
etc.

Complete the Form. In all cases of metrical treatment
there is one principle which is absolutely universal, and

admits of no exception. The rhythmical form is to be

completed by playing the pattern over and over so
many times as may be necessary for bringing the accent
back again upon the point where it commenced.
Sometimes this will happen at the end of a single
repetition ; at other times after two or three repetitions ;
in yet other cases many times through are required
before the accent will fall again upon the starting point.
But in every case the form must be played quite
through to the end. If through inattention or sluggish
rhythmic sense the meter be lost, the exercise must be

* Important Note.—In the early stages of learning, the scale-key
is not to be changed too often, but be continued for a week or
more, meanwhile changing the motion-pattern and the meter, but
retaining the hand in the same key until it begins to be at home in
it. Later, the key of the scale may be changed every day or every
two days, while metrical variety is still further applied. Still later,
when an advanced stage of proficiency has been reached, the scale
in many keys may be included in the practice of every day. In the
early stages the element of tonality and certainty of finger must
first be considered. Versatility comes later. The same principle
prevails in the arpeggios where in the early stages the same primary
position with its derivatives, furnishes the material for practice for
perhaps some weeks together. Later more and more frequent
changes are the rule. -

begun again, and this must go on over and over until
the attention is educated up to the ability of carrying
the accent quite through, no matter how long the form
may be. On page 15 will be found an example of
meter of nines applied to the pattern of Exercise 1.
It requires nine times up and down the figure, to
complete the rhythmic form. On page 20 the meter
of nines is applied to a rotation pattern of seven
elements. The resulting form takes the player sixty-
three times up and down the keyboard. On page 21
there is a rotation of fifteen elements, which takes the
player 105 times up and down the figure. Moreover,
it will not escape the attention of students specially
gifted with rhythmical perception that the nines as
here given require to be gone through with a second
time, in order to bring the rhythmus to a fully satisfac-
tory completion. This point, however, may be waived
in practice, except for those whose rhythmic perceptions
require it.

Therefore, teacher and pupil must not fail to observe
that all the meters indicated in the following pages and
left incomplete with an “etc.” to indicate that they are

to be finished, are invariably to be played quite through

to the end, and never in practical use left unfinished, as
they are in the notes merely to save space.

Rate of Movement. The Metronome must be in
daily use. In no other way can rhythmical certainty be
attained. In the graded studies in rhythm the tempo
should be set to a' pulse movement of 72, and in this
tempo at least three grades of speed be played, like
the rhythms in Tables I, II and pages 12, 13. Very
soon four grades can be played in this tempo. Then
increase the speed day by day. In more advanced
stages of proficiency the tempo must be carried as high
as 100, and so on to 132 or 152, in which advanced
players will still have plenty of time for four grades of
rhythm. This will amount to the unusual rapidity of
1216 tones to the minute. In daily practice, however,
even advanced performers will find a speed of about
132 sufficiently fast, when four grades are played. In
many cases, however, it will be advantageous to play
only three grades, and to take the tempo somewhat
more rapidly, say from 132 to 184, as the pupil gains
in technic.  The latter in three grades containing fours
will give the very respectable, but wholly practicable
speed of 736 tones per minute. ~In short, increase the
speed as technic improves. Increase it as a means of
improving the technic. But do not make the main
part of the daily practice in a tempo as fast as the
pupil can merely scramble through. Moreover, the
teacher must not fail to observe two points: (1) The
use of three grades geometrically related, as in the
Rhythmic Tables here, ensures an amount of compara-
tively slow practice far beyond what students generally
get. (2) The art of playing very fast passages with
repose and clearness is one which cannot be acquired
without considerable practice in fast tempos, which
educates the hand to the necessary lightness and
celerity.
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Practical forms of arpeggio derived from the diminished Chord.

Sec. 19. Beginning with the primary chord, and the arpeggios derived from it, the hands are to be placed in the
Positions shown in the illustrations following: BT

N
AN\

Left hand. . | " Right hand.

Exercise 1. Meter of Fours. Accent with the fifth finger and thumb. Begin with the left hand in the posi-
tion shown above. Play the ascending figure with the left hand. The Right hand takes the top note and.plays the
descending figure.

Ri
>.zg'ht‘lwmd ' L
1 2 4 1 =N
: - : L 4 32 # =, 4 48 . 3.2 = ®4 390 =
s 2 11 $a T P 4 I 1 ®
75 i s € —+ ] ﬁt e e
: 2 = = Qj ‘-‘,_.r, 3 { - { V- ll;cl LN |
j -2 3 3
1 5 3 1 - 4 .2 .
I > 1 : 5
R -5 Left hand : Left

Diagram of transfer of accents.

Throhgh successive transfers of the accent to the next finger the following measure forms will arise:

Direct: -
» | d d dd]
| ¢ ¢ o

1st Form:. :
1St Transfer:

24" Transfer:

A R R

o _

- Exercise 2. Transfer the accent to the fourth finger, by beginning the arpeggio with the count “four,”
ing rise to the measure form of the 1St transfer above.

8d - Transfer:

Right
’ 5 4
1 2 = 4
4
>3 2® / | | =43 Hg?“ , - 3 2
O R - 30N o I N T T
ry _[LFHI'I' — T I i %
Tt [ 4 .. YRR Y T T W‘T—_' -
2 1T 7 z ! =Mt 1 e be
: 5 30 T 2 PRy 7 _:L 4
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- Left Left
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Exerclse 3. ’Dransfer the accent to the thu'd fing‘er, by begmnmg the fig'ure upon the count“three” This will give

rise to the form indicated at (a)below.

Transfer the accent to the second finger by beginning the figure upon the coﬁnt“two.” This will give the form at(b)below.

. . Right
a. Exercise 3. 1,2 §a 3

' 1,4 =2
n'.— D ] t L I ]r

¢
Lot

b. Exercise 4. 1
_ 4

Right

c

4 2 ’
31?_4__ iy, eCed Sy
[ dd = 1 rﬂi’ 114 .
! ﬁ ,E ! ; efc.

! i .

Exercise 5. All the preceding varieties of meter produced by transfer of accent must now be practised in reverse or.

der viz; the left hand beginning at the top of the form as in the follomng example.

-
> Right hand 1 - .
.’- = 4 2 5 & \" i ﬂ. 4 = i ‘e
i T * ) lI < 0:*“—1 #g ¥ l—‘) 1 . —— N
] e e Ty e T |
b T 1 I The |
1 : i i1 bé Ibef l Jé Loft

- Left hand

The exhaustive transfer of accents in graded form
I will result in eight forms, through the successive re-
moval of the accent by degrees away from the point of
beginining. The treatment of Grade III inthe same man
ner will give rise to sixteen different forms, or methods

-of beginning.

Transfer of accenté is to be exhaustively applied to
the 8s and 165 in the Graded Exercise following, giv
ing rise to eight different measure-forms in the form -
er case, and sixteen in the latter. These although not
radxcally different from each other,nevertheless _require

- a dxﬁ'erent mental effort to play

Exe'rcise 6. Graded Study of Rhythm
’ and Touch.
. Directions for'tmwk

Grade I is to be played with the clinging legato touch
toncerning which observe carefully the directions in
Vol I of “Touch and Technic,” Sec. 5:'The finger strikes

the key with determination, settles firmly down upon
.ik as with the sense of having .come to stay, and the -

steady and contmued pressure is not relaxed, but trans-

o . ferred at the proper time to another key, through the
~ “agency of another finger. Each key must be held with
- unrelaxed px"essure. throughout the full time - value. of
: fhé.tones as indicated by their representative notes.”
~The tone quality in this grade must be full, solid, ear-

ne.s—t,',and the metrical accent at beat “ one ? will be

scarcely perceptable, in consequence of the earnest -
ness of the entire tone-chain.

Grade II is to be played (1) with a legato touch, but
somewhat less clinging than the preceding. The tone -
quality is still earnest and mel(;dic, but the force of
the touch is drawn somewhat less from the arm than
in. the preceding form.The metrical accent is deéided,
and must. be made so strong as to be unmistakable.

). About half the practice upon Grade II must be-

"done with the finger staccato, closely ‘approximating

the elastic touch described in Secs. 6 and 13 of “Touch
and Technic”Vol.I.In this way of attacking thé keys the
tone is obtained by quickly drawing the point of the

_finger towards the palm of the hand, flexing it mainly

at the second joint. When piayed with this touch,the ac
centuation must not be neglected, but must be as full
firm, and reliable as in the legato touch.

Grade III is to be played (1) with finger legato, but with
very little, pressure upon. the keys The accent must be
distinct and rellable, but not so strong as in the preced-
ing grade.In all the accented arpeggios and scales the
accent is to be proportionate to the degree of force em-
ployed in the unaccented tones.Hence less heavy in the
fast and light forms. ,

(®).Grade III is also to be practiced with the light fin-
ger staccato,as described in Sec 8 of Touch and Technic’Vol.L

Grade IV is to be played with a still lighter. touch,
scarcely any weight.of the hand resting upon\:the.keyé;
The touch is () legato, and (2) mild staccato; in alter -
nation, in about equal proportions.In the mild staccato
the point of the finger is shghtly flexed in the act_of
making the touch.




Method of Practice. -

. In order to derive full advantage from this graded study, it is necessary to observe the following cautions 1mpllcxtly,
in addition to the variations of touch already mentioned.

1) Observe the rate of speed according to the metronome marks.

%) Play the exercise entirely through from beginning to end without the slight-

est break, deviation in time, or variation of the movement. '

3) Play Grade I twice through. '

4) Play Grade II four times through.

5) Play Grade III eight times through.

6) Play Grade IV eight-times through.

") Pass from one Grade to the next without interrupting the time. .

8) Play Grade I jbrtissiwio and Jorte. | ‘

9) Play Grade II both forfe and meszo.

10) Practice Grades III and IV mess0, piano, and pianissime..

touch than the slow forms in connection. Hence when Grade I is played fortissimo, Grade II must be played forte,
Grade III mess0, and Grade IV piano.

1) Grades II and III are the most useful forms for many repetitions. They are also the ones in
which “rotations” should be practiced. See exercises 14, 15, etc. '

12) Be sure that the accents on the first note in each measure are always sufficiently marked to

be unmistakably perceptible to the ear.

(.Note) The intention of the gradation of force is that, in all varieties,.the faster forms are played with a lighter |

Righ
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In all the transfers of accent heretofore given the accent remains throughout the exercise upon thefmgertowhic/
in the beginning it had been assigned. An exercise of this kind has the merit of concentrating the attention upon the

] finger which is to administer the accent, and thesé forms of accentuation are therefore peculiarly advantageous in the .
E earlier stages of the practice. But for the qualities of smoothness and lightness triplet meters are more advantageous,
when once the earlier siagesvof arpeggio practice have been passed, since the rhythm in these forms invariably
crosses the musical motive, and 6n1y after several repetitions does the accent fall a second time upon the corres-
. ponding tone of the chord. Hence for daily practice, forms like the following are to be much used.

» Exercise 7. Graded Study of Triplet-Rhythms.

\ (1) Play through two octaves in quarter notes, counting two; at the beginning of the repetition play a triplet to each
3 count, still counting two; continue this rhythm until completed by the accent falling again at the beginning of the
figure; at this point change the count to three, still playing triplets, and continue the meter of “nines” until the.
i - rhythm completes itself with the accent upon the tone of beginning; if the student desires he ean effect a still
farther doubling by continuing the exercise in ‘eighteens when the nine is completed, which will be .done by play-
. ing two triplets to each count, or by counting six in each measure. This rhythm will require nine repetitions.

Observe all the different applications of touch directed in exercise 8.

Be very careful to keep steady time- throughout.

(%) Variation. Yet another graded exercise’ may be derived from the following notes by playmg first. the. slow
moevement in common time, four quarters to a measure; then proceed immediately to triplets, four in a measure;
giving rhythms of 12:s, requiring to be repeated three times in order to complete the form.This derivative will be

~ precisely the same as the Meter of Sixes, with every alternate accent omitted, and two measures counted as one.

Grade 1. Meter of Twos. : ' Right hand

v . 44 3 J do . i - :
- T _, )

-1y 00

p
&

Grade III. Meter of Nines.
(Three Triplets)” s
s 3 . /ot
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Right

Grade IV. Meter of Eighteens. ’
(Six triplets.) :a

etc.

Exercise 8. Transfer of Accents in Triplet Meters.
Whlie the triplat forms of arpeggio bring the accent upon each finger in turn, impartially, there are certain ad-
_vantages.in varymg the method of beginning, by transferring the accent to the second, third, fourth, or fifth -tone
of the fig'ure, in the same manner as already illustrated in the treatment of the meters of four and eight.In these
" cases the beginning will correspond to one of the beginnings in exercise 7. When the accent begins with the sec -
ond tone. of the ﬁgure the form. will.correspond to the beginning of the eighth repetition, and. the entire form will
be precisely the same as if Exercise ¥ were to begm at (8) and after makmg the ninth repetition should go on-to

» complete itself by beg’mmng with the first,and so on to the point where the elghth repetition commenced In like’

_manner when the accent begins w1th the third tone, the entire form will correspond to Exercise 7 beg‘mnmg‘ with
the 6th repetition, and ending there after completing the da capo. While the transfers of accent in the meters
" based upon triplets do not give rise to radically new forms, the mental effort is slightly different with each trans-
fer of accent. Wherefore the foll()wmg ‘table is glven of the measure - forms considered most useful and effective

for all forms of arpeggios.

N

Table of most important measure-forms for practice.
(To ne applied to all derivative chords, and to all the arpeggio forms preceding or to follow in thc.course of

this volume.)
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are to be carried out to the compass of at least two octaves and by advanced pupils to four octaves. In theser
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Exercise 9. Arpeggios in Velocity. (Direct and Reverse.) ,
The following applications of the velocity principle, more fully discussed in volume II of “Touch and Technic,” -

exercises the following dlrectmns must be carefully attended to.
(1) Keep the time exactly.
(%) Be sure and count out the rests their full time. The periods of repose between the successive ef - -
forts, or “spurts,’ of playing the velocity run, are very important. -
(3) Listen carefully for inequalities of tone especxally where the thumb is passed under a finger. The run '
must be very light, even, brilliant and spirited, and. the crescendo carefully observed.

A. Ascending from a fixed point by equal or enlarging distances.
Felocity in ascending forms. To be applied to all chord positions, and made a part of daily practice.

Right 2 ’ 2 3 . .
& 1 31 > 1 /r_\ > Continue until the com-
'S " L i []
a) 3 = H etc. pass of four octaves is
= <RI - ¥t reached, as in“e?
Left A ;3 & ———— :

At present play the left hand according to the fingering and form in “A” answer each run of the left hand with
one by the right passing through the corresponding distance according to the fingering and form at “B’ Later the
left hand according to“C”and the right hand according te“D”! Still later, after the reverse forms have. been introduced,

B descezzdmy Jorms. . ~ the remaining forms will be neede

24 form. |
C. Ascending from different points by equal or greater distances.(Corresponding to a transfer of accents.)

Ascending. 3 £ 1 3k 4 LS >3\ :
. “ 4 1 2 3 w -2 3 =
Right 1 | 7_,,,?_::2 ot } | 3 4l / 4 1 #il

oo

. s o i o . [ - 3
) — ' e | im— i & ete.
"y ‘ ) n hd hid
ba-H® o 1 bes KT 21 21—
L . 5 3 i 3 37
qu‘t 5~ 4

D. Descending from different points, by equal or enlarging distances.

Descending. .
Right A A 3 . .
4 ; -
poSE 3T~ o 3. 21 > A E >
o i S ST r . 2y  ; I\ i TP P ~
d)ﬂ : ! y S | R S - | S T e S H ete.
g o1 £ . p——
L!jf 23 493 f : 2 3 g [ 3 - 3#»
34 4 : e el - He
s -{:‘; * 12 3
o ————t
34 form. -
E. The hands answering each other through a compass of four octaves.
5 5
) 2 34l - B - A — -
Right ' Y .2' o 4 4 1
- A - /) ry T =4 214 -4 L >
REE = - — o T Y ety — e —
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Arpeggios in reverse direction of the hands.

All the exercises thus far given employ the hands in the direction from the weak fingers towards the strong ones,

It is even more important to employ them in the opposite direction, since it is always easier to play towards, or
in the direction of the thumb, than in the reverse direction.

Exercise 10. Primary Arpeggio in Reverse Direction of the hands.

Begin with the left hand at the top of the figure, playing all the descending passages with the left hand; all
the ascending passages are played by the right. To be applied to all the metrical Jorms and the velocity prac
twe thus far given, and to be carried out later in all derivative chords hereafter mentioned.

1 1
) 5 Right >
O '..H J| 4 . ! - A L
. .4 ne : # ;’ 1 ;Hé - 17 A : [\
J 5 - ¥ v & #%
Ly 4% 4 L
" 2% > Left
Le 1

Important Caution. In playmg these reverse forms two very important points must be observed Fxrst,
the arm must be carried along from left to right and from right to left with an even motion, and not by a se -
ries of jerks. » ;

Second, the legato where the fourth finger is passed over the thumb must be scrupulously observed. In order
to secure the latter point a preparatory exercise like the following may be employed.

Be sure to hold the thumb the.full time of its notes.

"To be practised with each hand separately.

I

z22 e :"T”Ft : Ztr‘”"'b#i ' i i
) "4"32]1'2 ’/"'4'3"‘5—7,'2'3""'["32f23 ‘32“r2-é

1

2J_4I _\|4“32 i234 43213
E- - —t—

(

\l. )

»

JJM_, ne .Lw_u_,,;z@;t

The. most important asslstance in the light movement of the thumb will come from the velocity forms in re -
verse dlrectxon Ex. 1. Therefore these must be introduced immediatély, and dxlig‘ently cared for in the work. of
every day.

€ wn s e
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Exercise. 11. Graded Arpeggio with reversed motion of the hands.

Experience has shown that students generally find

it difficult to effect changes of chords or movement when

the hands are extended in unfamiliar positions. Therefore it is also necessary to practice the graded arpeggio

in this form as well as that in Ex. 3.

. Observe carefully all the directions given before, especially those on pages 12 and 13.

Grade 1. M. M. J from 72 to 154.See Sec. 19.

Exercise 12. Fzlocity forms in re-
verse direction.

Play the velocity forms in the reverse direction as
follows: Play the right hand according to Ex.9,A) an
swering each run with the corresponding 'distance of
the left hand according to“B” Later take the forms at
“G"for the right hand, answering with the left hand
according to“D? Finally the forms. in" “E” both hands

in reverse directions.

" Sec. 20. When to introduce the derivative forms.

It is optional with the teacher to carry the pupil en-
tirely through all the metrical treatments of the. dimi-
nished chord given in exercises 1 to 9, before proceed-
ing to vary the harmonic interest, and at the same

time the mechanical adjustment of the ‘hand, by intro-

Right ' d
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4 [ o] 0 a4 14 & r4% o Ld 3
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b Left
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ducing\ohe or more of the fifteen derivatives of the
First Series. In a majority of cases it is better to in-
troduce one or more of the changes without waiting un-
til the pupll has entirely completed the metrical treat-
ments precedmg When a new form has been introduced
however, it is not intended to supersede the old one
entirely, but both together are to be carried through the
metrical treatments remaining. And so on When yet oth-
er derivatives are taken, all together are to be carried
through one metrical treatment after another, comple-
ting the whole practice with the “ rotation” exercises
like those in numbersi4toR0.Each one of these. deri -
vatives should be practiced sufficiently when first in-
troduced, to conform the fingers to its positions before
introducing another. For directions for producing these
derivative chords mechanically, see Table, page 8.




Rotation Arpeggios.

Sec. 21. As soon as the pupil has been carried through the principal rhythmic treatments of the six derivatives
thus far given, various exercises in rotation are to be practiced, both in direct and in reverse motion of the hands.

Exercise 14. Rotation Arpeggio of Chords I to VII, inclusive. In meter of eights.

‘Begin with the first chord and after having it played up and down through the compass, proceed immediately
to the second chord, and at the next ascent to the third, and so on until the entire series has been completed. : A_]
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Exercise 14b. Rotation in reverse direction of the hands.

Begin_with the left hand at the top of the figure, like Exercise 1, making the change from one chord to the
next at the top instead of the bottom.

Rotation forms in triplet meters give rise to extremely long forms and are therefore peculiarly useful for deve-
loping musical intelligence and concentration, as well as steadiness and endurance, in the playing. The most dif -
ficult of these’ is the rotation in meter of Nines, which does not complete itself until dfter the entire series of
seven chords has been played nine times through. On account of the space required to show th1s exerclse in full'
only the first time through the series is given. .
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Exercise 15. Rotation Arpeggio, Chords I to VII inclusive.
Méter of Nines.
Begin with the accent, count three, take a new chord at each beginning of the ascent, and continue until the

accent falls again at the beginning of the first chord.

- Right
I- 1 325 : : IIo 1 3 2
: 4 ® . 1,4, P . R A, 1 14 —
O : g Id .4 o; "- : T DF” 14
I 3 P Ao 0 N el
A\ T R 1N ) :ET P "
— -« @ v : | 14 — [J24 T4
qut Lt_’ft
Right
0 . P 3 A pioe— ) L3 > 4,
% 17 1 ) Cud 3 17
d 13 T 3 bd Py y
TPy - 0 1 L K]
TN A AL T " )
o % T 4% be O 4 7 7% ziiﬁd, - ),
1 2 1 32
Left Left
Right Right .
i - 1, % ".! b . - 1,4 3
——} 3 1/ | 'y 71 : "
A okl b e: | 1 hd D01 1 1 2 G 3 )
‘ : = H = -, 32— “— e s = =
2 14 (2 AL T3 %e= U’
39 1 32&'
Lgff Lqﬁ‘
Right ’
VII. 1 2 Io
4 ® A a,3 -
7y O [ 1 1/ T Ew® . et 1
e 13 % S S : — 2 etc.
bk i 51T,
e 12 - 1 4 3be— [ 1 14499 #
1 2 3 2?
Left | Left

As soon as Chords VIII to XV have been carried through the necessary rhythmic treatments individually, they
must be combined into a rotation exercise upon the same plan as these in Exercises 13, 14 and 15. Thus will

arise .the following forms:
‘Exercisel8. Rotation Arpeggio, Chords VIII to XV inclusive. Meter of Eights.
Direct Motion of the Hands.
Begin with Chord VIII, (See Ex 19.) at each ascent take the next succeeding derivative; Count two, play four

" tones to each count.

. Exercisel?. Rotation Arpeggio, Chords VIII to XV inclusive. Meter of Eights.
Reverse Motion of the Hands. '

’Begivn with the left hand at the top, when each descent begins take the next succeeding derivative; Count

two, play four tones-to a count.

Exercisel8. Rotation Arpeggio, Chords VIII to XV inclusive. Meter of Nines.

Direct Motion of the Hands.

Begin with the left hand at the bottom,(at VIII in Ex.19.) and at each ascent take the next succeeding deri -
vative; Count three, play triplets to each count; Continue until the accent comes out again at the beginning. of
Chord VIII.(This requires seventy-two ascents and descents before the form is completed.)
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Exercise 19. Rotation Exercise Chords I to XV, inclusive. :

Meter of Sixteens. N

Begln with Chord I left hand at bottom of compass. At each ascent take the next succeeding derivative; Count

Four,. four tones to a count.
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' étill more difficult are the rotation forms in which a new derivative is taken at each turn from ascending to
descending, and vice versa, as in Exercise 20. Those desiring a still greater degree of difficulty may go to yet
other forms, iﬁtroducing a new chord every two octaves, or in the still more complicated form of changing‘ with
every octave. This exercise when carried through the entire series of derivatives and positions, will afford exercise for

~ would-be virtuosi.

Exercise 20. Rotation Arpeggio, Chords I to XV inclusive,
changed with every change of direction. Meter of Sixteens.

Begin with the left hand at the bottom of the first chord; at the top change to the second chord; at. bottom to
chord III; and so on through the exercise. Count four, four tones to a count.
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Second series of Derivatives from the primary position.

' The following are the arpeggio figures of the second series of derivatives. They may be applied.to all or any of
the metrical treatments and practice forms preceding or following.

- « ! ~ - |
XVI. XVII. Xviil.  XIX.,  XX.  XXL XXII.
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Two hand positions of the Arpeggios.
Sec, 22. All the derivatives of the diminished chord are to be carried through all forms of metrical treatment,
with both hands together, in the ,same manner as already given for the hands singly.
Exercise 21. Chord I, with both hands in Sixths.

~ Left hand plays in the primary position; right hand begins with the fourth finger upon its own key, as in the
primary position. Count four. ‘

(a) One Octave.  (b)Compass of Two Oc- (€) Compass of Three Oc- (d) Compass of Four Octaves.
: taves. 4 S

 Zewtll T il
A OF A il (B A EIR P = " ) / - :-!:Fu-‘ﬂ-’--\'
o< | DPnY DT | & | 1o T D an’." -
/-K NN EUEEY/ 7 )] |
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By progressive degrees, adding one tone at each effort, the compass is to be e‘xtended to two octaves, three
octaves, and at length four octaves. ’

Exercise 22. Graded Arpeggio in Sixths. Table I.

Carry out the'Rhyithmic Table I, as in Exercise 6, in the two-hands position, as above.Observe all the directions
for.touch_and tempo,(Pages 12 and 13.) '

Exercise 28. Transfer the accents,in the same manner as in Exercises 4 and 5.

-Thus Wlll ‘arise measure - forms like the following:

tst Transfer ~ gd> gd 4th ! 5th

Each of these measure forms is to be carried through Rhythmic Table I, after which Rhythmic Table II is to
be applied, in the same manner as in Exercise 7.

Exercise 24. Two - hand Arpeggio, Chord I, Four Octaves.
Meter of Nines. .

Begin at the top.of the figure, in sixths.Count three, play triplets to each count. Continue until the ac -
cent. returns to the point of beginning.
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Exercise 25. Two-hand Positions, Chord I. in Velocity.
Observe the directions in Exercise 9, and gradually increase the compass.

Felocity in - descendmg o
e
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Two -hand Positions of Derivatives of Primary Chord.

The following are the beginnings of the two - hand positions of the entire first series of derivatives of the pri-
inary chord. Each one in turn is to be carried through the same metrical treatment, and in substantially the same
order, as already given for the hands singly in the first 25 _exercises of_the present volume. After due mastery has
been gained of the derivatives individually, they are to be combined into a rotation exercise like Exs 14 to R0.

Exermse 32. Rotation Exercise of the First Series of Derivatives of the Primary Position, in Sixths.
=77 Meter of Eights.

" Begin in the same position as exercise 2%; Changing to a new chord at each ascent until the rata‘.ti

is completed

g -~ Exercise 33. Rotation of Chords I to VIII in Meter of Nines. ike Ex.15.
— g - Begin as in the previous exercise,and carry out the form precisely as in exercises 14 & 15.Count th lay triplets.
s Exercise 34. Grand Rotation of Chords I to XV, Meter of Eights.

| [,/ ‘ Carry out the form of exercise 19 for both hands in sixths.

-/ Exercise 35. Grand Rotation of Chords I to XV, Meter of Nines.

x / Carry out the form of exercise 19 for both hands in rhythms of 9s.

?'( : To entirely complete the exercise will require nine times through the entire form or 135 times up and down

_ the key board.

»

Arpeggios derived from other Positions.

Sec. 3. When the derivatives of the C. pos1t10n have sion.Each new chord involves new adjustments of the
;been sufficwntly practised, those from the G and F posi- fingers,'and\the'fréquent changes conduce to flexabili-
,,tlons_,should follow, carrying each in turn through the en- ty and adaptability of the hands.Advanced pupil.'s should -
: tire variety of treatment here illustrated for the deriva- on no account fail to go through the entire fifteen deri- -
g tives of the C pesition, but much more rapidly in’succes- - vatives from each new ‘position. The. tW(')—hand‘p'ositions
| of the derivatives of G here fol_low.

Two-hand Positions of Chords I to VII of G Position.

IR g




finger than those derived from seventh chords, in con-
. sequence of the number of tones being less than the
| number of fingers. Hence there is alwéys one finger to
be omitted; the omitted finger being at times the fourth
and at times the third, according to the position. This
- difficulty will yield only after considerable practice,élnd
. a most rigid adherence to the strict fingering as shown
© in the illustrations below. The variations from this fin-
- gering which were permitted by most authorities until re-
cently, the author disfavors, regarding it as on the whole
better, safer, and quite as easy in the long run, to em-
Ploy the strict fingering in every instance. The fourth
finger, which in some of the black key positions is re -
‘fractbry at first, presently reconciles itself to the some-

-3 Wt

S 0

In continuing the practice of triad arpeggios, care
must be taken to select those in turn which bring in-
to use all the different positions of the hands upon
the white and black keys.The triads entirely upon the
~ white keys are those of C,F, G, A minor, E minor and

/ o Triad Arpeggi()s.

Arpeggios dérivved.Afrom Triads are more difficult to

‘kinds of positions.

25

-what abnormal extension, and as a result gains mate-

rially in strength and facility, and becomes of corre -
spondingly increased use in these as well as in other
passages. In case a peculiarity of the individual hand
renders this rule a hardship in such positions as some
of those of the triad of B, it may be relaxed. Another
instance where it may be disregarded is in the bro-
ken chord passages at the beginning of the finale of
Beethoven's “Moonlight Sonata But no such exception
should be. made until after an honest trial has shown
the proper fingering to be impracticable for the indi-
vidual player. : '

The three positions are shown below, as they. appear
for both hands, with the proper fingering.

mEe W

RO~

D miner. Those with a black key for third are D, E; A,
C minor, ¥ minor and G minor. Those with two white
keys and one black are Db, Eb, Ab, C% min. F# min.and G§
min. Entirely on black keys, F# and D% min. Care should
be taken to rotate in the practice so as to cover all
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Sec. 27. The metrical treatment of the triad arpeggio begins with meters of threes, because the. forms .derive‘if
from this meter have the advantage of bringing the accent upon the same finger in all the octaves.of the fig‘urq’

The accent is transferred from one to another in the same manner as in the arpeggios derived from the .dimi;,
nished chords. Thus arise the metrical patterns following:
3/4 | J J J ldirect
Measure - Forms: 3/4 J I J 0’ 1st transfer

% ¢4 | ¢ 2d transfer

Or in notes as in Exercise 36. .
Exercise 36. First Position of Triad of C, Meter of Threes, with Transfer of accent.
Place the hand in the first position, Count three, one tone to each unit. Play until the accent can be made with
Certainty and until the hand becomes habituated to the fingering; then go on with the next accent.

Right Right Right
Left Left f , Left £ | |

Notes with stems downwards for the left hand .
Notes with stems upwards for the right hand.

Exercise 37. Graded Study of Rhythm, Applied to the first Position of the Triad.
Meter of Threes. .

Observe the directions in all respects, as given in connection with Exercise 6.
' - Right

Grade 1. Meter of Threes. Rf’j ‘ J Grade II. Meter of Sixes. .
_ : o | y ~
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- Intermediate Grades between III and IV, to be used at the discretion of the teacher. Very important for advanced stu-

dents. R RN &

Meter of Eighteens. v
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Apply,,thé graded exercise to the other triad positions, observing the fingering given on page R5.

~ The meters of Fours in triad arpeggios give rise to long forms.The fundamental measure‘forms are the follow- : T
- ing. 4/4 l J J J J Idirect 7 f
4/4 J I J J J 15t transfer ' J,
Measure - Forms: 4/4 JO[ .l J J 2d transfer
4/4 J J J I c‘ 3d transfer

Or in notes as shown in Ex. 36.

et S e L o i S e
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- Exercise 38. Meter of Fours applied to the First Position of the Chord of C.
Begin with the octave position. Count, four. As soon as_‘the fingers are a little habituated to the accent,transfer it

fi}thejusual manner. e
Right "
- Direct. ' f | | 15t Transfer. . J_ n _
Y ey
L % I — & 1 } . - ‘ J_
B < f ;

wil T . r |
Right . Right
2d Transfer. j w 8d Transfer. J |

) : e e : S — :
:;"f]'ErrF « ‘J?f:ﬁ;tff e 4‘?}'73

Exercise 39. Graded Arpeggios derived from the Meter of Fours.
To_be applied to the Second and Third Positions of the Triad.Observe the directions in Exercise 6 in every particular.

Grade 1. Meter of Fours. J © Grade II. Meter of Eights.
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Grade III. Meter of Sixteens. Right ~ Right
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Grade 1V. Meter- }0{' Thirtytwos.
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Exercise 40. Felocity treatment of Triad Arpeggios.
Observe the directions given in Exercise 9. Play with each hand seperately, the right hand answering the left,
at each distance traversed by the velocity run. Or the left hand immediatly answering the right.

A eresc. . 4
Rightten' 2 3.1 -
S A N 4 .
. ;Li-‘r 4{ 7 4 :ﬂ & ele
' o 2
o T
Triad Arpeggios in reverse direction of the hands. and the velocity forms, which here take the reverse di-
In the same manner that reverse directions were ap- | rection, the right hand fingering as in Ex. 40 “A) the
plied to the arpeggios of the diminished chord in Ex- left hand as in Ex.40“BY
ercise11; exercises. 36 to 37 should now be practised in The teacher must not overlook the fact that the triad ar-
reverse direction, the left hand playing all the descend- peggio forms foregoing furnish a complete apparatus for
ing passages and the right hand all the ascending. Any treating this part of the technic. They are to be applied to
inequality which may be noticed in the passage of the all positions,carried out in reverse directions, and applied
thumb in this form of exercise will very soon yield to to other chords. The most important rhythms . for daily
the practice of the fast forms of the Graded exXercises, practice are the 1%s,18%s and 24’s of exercise 37, and

the 8's,16’s, and 8%’s of exercise 39.
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Sec. 29. Broken Chords derived from Triads. The follo

be applied to the other two Ppositions of the triad,. and

or the ambition of the student, until the hands are thor
Exercise 41. Graded Study

Observe all the dire

ctions in re

wing' forms of broken chords derived from triads  are tﬁ -

- other triads, according to the direction of the teacher, -
ouglily trained in passages of this kind.
of Meter and Rhythm starting - from a four-pulse meter.

gard to time, movement and touch, found in connection with Ex. 6.
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" The primitive forms of 4-4 measure are four in number,
maining: forms are obtained by a transfer of accents exactly

are the following,

2d Meésure -Form

. 3d Measure-Form.
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4th Measur
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e-Form.

of which Grade 'l ahove represents the first. The re- T

as in Exercise 8. The measure-forms thus resulting
each of which must be carried out in all grades, exactly like Exercise 41 above.
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'Exercise 42. Graded ;S'tudy- of Meter and Rhythm,

To be carried out in strict time and in various degree

Grade I. Full-Pulse Motion. Meter of Threes.
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Grade II. Half-Pulse Motion. Meter of Sixes.
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Exercise 43. Meter of Sixes dnd Nines.

“This may be derived from Exercise 39 if the teacher pleases, by playmg one triplet of the sixes in the tlme of

a quarter note in Ex. 89.At the beginning’ of the meter 6f.Nine change the count to three in a measure.
" Meter of Sixes.

Right. < | s #° s T o
B -?%7 L_ﬁl'iéé-? — ?_F ~QE e
Left ﬁU’_ﬂ =T 7 s DL EJ - ww
‘ Meter of Nines.
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Exercise 44. Broken Chord Exercises in Canon,Right hand leading. Requires eight times up and down to
complete the form. Meter of Sixteens.
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Exerclse 46. Various forms of Canon, obtained by applying transfer of accent to Sextolets,each hand lead
ing in turn. The beginnings merely are indicated.
Right hand leading.

st Transfer 5th Transfer

2d Transfer 4th Transfer
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-Other forms may be obtained by applying the. transfer of

efc.  accent to the meter of nines. The measure forms obtained
1 ” g . will correspond to those in the meter of sixes.
LI ' 7 A
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Exeréise 47. Modulating Series of Chords.

By a series of chéinges, in which ‘each chord differs from
lates successively upwards through the entire octave,
Pay no attention to the double bars.They are int

the preceding in a single tone only, the figure modu-
according to the harmonic pattern shown on page 31 at 47b.
ended to assist the eye in observing the point where th

€
key is changed.
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Exercise 47 (b). Harmonic (’ompletionv of the Preceding.

Carry the modulation on through ‘the entire octave. When this can be done easlly, the broken ‘chord exercise
will not be difficult.

Na | | |

Sec. 30. Broken chord forms. Practice forms derived from the Dimininished Chord.

The following graded exercises embrace the meters of 6s, 8s, 9s,1%s, and 16s, the 6s and 1%s in the different
forms in which they arise through the order of subdividing the unit. If these are properly carried out in the deri-
vative chords they will afford a sufficient variety of exercises of this kind. It may be added that they are extreme-
ly useful to the fingers. '

‘Exercise 48. Graded Study_in Broken Chords derived fmm the diminished Chord. Meter of Fours,Eights

and Sixteens.

"o be played in strict time, and with the varieties of touch and force recommended in EX.6.
Grade 1. Meter of Fours.
Right __|ete. _ e -

Pl

Grade II. Meter of Eights.
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Exercise 49. Broken Chord Study in Rhythm and Meter,
derived from wmeter of Three, subdivided by 2.

Grade 1. Meter of Three.

Right

Leﬁf

Grade II. Meter of Sixes.
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* Grade III. Meter of Twelves.

To be carried out in the same manner as the preceding, 'three octaves up and down.
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- Exercise 50. The same in Meter of Sixes, derived from a meter of Twos, subdividing by 3.
To be carried through three octaves, three times up and down.
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Exercise 51. Meter of Nines. To be carried Nine times through three octaves up and down.
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