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“ There can be no effect without a cause.”



PREFACE.

Apmrrs o undorstond and feel Music, and ability to com-
municate sach perceptions to others by means of an instru-
ment, are two totally distinct accomplishments. They have
often been confused, owing to the fact, that i is impossible
$o achieve a really satisfactory musical performance without
their happy combination.

To become pianoforte players, we must learn Music, and
must acquire Taste, but we can only succeed in expressing
what we feel, musioally, by mesns of #le physical act of key.
depression. In short, the purely physical act of playing
consists solely of an 407 of Touch,—an act of Tone-production.
All the gradations of Agility (Seetness of finger), Duration
(staceato and legato), as well as all the contrasts of Tone-in-
flection depend solely and directly on the nature of this act;
and it is therefore upon our expertness in the A®r of Touch
that the whole suparstructure of Pianoforte-playing rests.
The Att of Touoh may indeed be concisely defined as: com-
mand over the Means of Bapression.

This Axt thus forms the very Foundation (the Elements or
Rudiments) of Pisnoforte-playing; snd it ean no more be a
“gif§ " (as so often supposed) than is the ar of articalate
Spesch itself ; forit can be acquired by every person of average
intelligence. Tts pracise place in the schems of Piano-
forte Education nesd not here be farther dilated upon, since

wii




viil PREFACE.
Part I. is devoted to that purpose; and the reader is referred
to the Suramary of this Part, on page 40.

A performer can indeed prove himself to be musical only
to the extent of his command over touch variety. It is the
constant flow of note to note touch-inflections that forces one
to Tealize that a performer is a sentient being. And it is just
this Art of Touch, that will for ever defy mechanical imitation ;
and will for ever render the simplest performance, coloured
by human fingers, immeasarably superior to the most com-
plex one obtained by mechanical agency, however perfect the
machine.

Although itis only thus, by perfecting himself in the Artof
Touch, that the player can obtain the means of expressing his
musical sensibilities, yet until within quite recent years the
paramount necessity of studying this problem had not be-
gun to dawn upon teachers, artists, and students.

As the true fundamentals of this Art remained practically
unrecognized, no serious attempt could be made to give direct
instruction in it. True, it was recognised that the
musically endowed evinced a *finer touch ” than did others less
endowed; but this, it was assumed, was owing solely to some.
oceult influence over the keyboard, the possession of which
enabled the favoured ones to produce tone of a better quality
and of finer gradations ;—and there is some half-truth in this,
for it is certain that the possession of a musical ear, and a
strong wish for musical expression, will undoubtedly compel
the player to experiment at the keyboard, until he does sooner
or later discover for himself at least some of the mechanical
Mesns that will conduce to success. Trae, also, that
“he more serious teachers have insisted upon the necessity of
200d quality and variety of Tonch. But even the groatest, so
‘ar, have relied almost exclusively upon empirical methods




PREFACE. ix
or upon the force of Exsmple. Or they have insisted upon
what is after all a mere accompaniment of good touch, i. e.:
Position and Movement—thus placing “the cart before the
horse.” True it is, moreover, that the necessity of Ta-
tionally studying this problem has lately made itself keenly
folt, especially in America. How pressing this need is, be-
comes only too painfully evident, when one has to teach those
who have already formed wrong muscular-babits, and when
one is compelled bo witness the ineffectusl struggles of many
even of the musically endowed in the Examination-room, and
Concert-room, who, were $hey not thus handicapped by faulty
habits (acquired through ignorance of these Rudiments) could
give free vent to the powers of perception and imagination
evidently latent in them !

Obviously the only way to succeed in the attempt ration-
ally to learn and teach the Act of Touch in all its immense va-
Tiety, is, first o discover throngh ANaysss how the successtul
players obtain their effects, and then to test such Analysis, by
observing whether the act of touch, built up in accordance
with such analysis, does give the anticipsted tonal-results.
Having thus determined the stracture of all varietics of touch,
and the permits to Agility, we ought then to be in & position
directly tohelp ourselves and others towards their acquisition.

The Means of Touch-variety or Key-treatment having thus
Yeen analysed, it follows that all who will take the trouble to
master the subject—all who will take tho trouble to under-
stand the requirements of Eey and Muscle, and will take the
trouble to form these into physical apd mental habits—will
be able to acquire the language of Expression. Hveryone
may thus be enabled to gain power of Agility and Colouring ;
and even the musically endowed, may, by directly scquiring
a tone-palotte (or Touch-pslette) thus eave years of time, which
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would otherwise be wasted in futils expetiments, and in form-
ing bad habits.

As Thave now for a great number of years applied such
Analysis and Synthesis of Touck in my daily work of teiching,
doing so always with incressing directness, and mainly as-
exibe such sucoess as I have had as & teacher (and my pupils,
also, s teachers) to the resulting ability to point out the im-
mediate causes of the obserced foults, and the direct means of their
correction—to the ability to show explicity HOW to command the
physical fulfilment of each interpretative and technical detail, T
have long been urged to render this knowledge more widely
sccessible, and the present little work is the result.

In endeavouring to place the many unfamiliar facts and
new ideas before the reader, there was. however this dilemma
40 face : that innumerablo prejudices and fallacies would have
to be combated, and that to do’this would render tho treatise
too elaborate for the Schoolroom ; whereas, to limit'it to direct
information in its concisest form (as required for the School-
room) might render its teachings liable to misconception and
unacceptable to the prejudiced.:

To avaveome this Gifficaly, tho work has been laid ont in
four Parts, as follows :—Part I, is purely introductory, and
purposes to show the relation the study of Touch bears to the
general problems of Pianoforte-education. 'This is followed
by the practical Parts, TI to IV. Part II, “ The instru-
mental aspect of Key-treatment,” demonstrates the nature of
the me¢hanical diffieulties to be overcome,—what are the re-
quirements of the key, snd how the'key must be treated for
each kind of effect. Part IIT, “ The muscular-aspect of Key-
tresitmeit,” axhibits the muscular ‘diffculties of the problem,
and their solution—the muscalar ineans we must adopt, to ful-
fil the. key's requirements.’ Finally, Part TV deals with the
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positional aspect of the subject—the postares and movements
which must, or may, sccompany correct key-treatment. Bach
of these practical Parts consists first of a Preamble, giving &
general idea of the mater to be dealt with, followed by a num-
ber of chapters, providing explanatory details; each of these
chapters being followed by a Rrciprrurarion, and each of the
Parts sgain by o Swmuny; the concluding chopter of the
work, moreover, giving » Glossary of the whole. A system of
Notes accompanies the text, snd Appendioss, which follow each
Pazt, give farther opportunity for detailed instruction.

In this way, the close enquirer may obtain fall information
in the chapters, while the less advanced student can be re-
ferred to these Recapitulatories and Summaries. These, in
fact, form & work complela in itself,—n digest or extrac, de-
signed for school use. This Digest or Exbract, is in-
tended for publication in a separate form later on, to render it
more easily available for such purpose.

The work, it will be seen, is entirely explanatory. It has
nothing to do with any particular system of exercises or stud-
ies, ete. The Student can apply its teachings at any
stage of his progress, since it applies in all cases, whatever
the system of teaching or exercises adopted in other respects.

The Artist can leam from it the Teason of his greater
or lesser snceess bechnically, and how further to improve his
powers of Expression. The Teacher will find it usefal
at every step; and finally the Crific can find in it o basis for
his technical opinions.

This work may vresently be followed by an extra Part—
Part V, giving cortain exercises for scquiring Muscular-dis-
orimination, which have been found useful in direct teaching.

Coming now to the end of the years of lsbour expended on
this little volame, the late Professor Tespstr’s words recur
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to me: “The ease with which an essay is read, is often a meas-
wre of the laboriousness with which it has been written ;"—
and in concluding, T oan only express the hope that my read-
ers may find some messure of correspondence between my
Iabour in this instance, and its resalt!

I must also here take the opportumity of thanking the
many kind friends who have encouraged me in my seli-
posed task, and to acknowledge the valuable help given me in
the revision of the praofs, ete., by Mrs. Kennedy-Fraser, of
Edinburgh, sud others.

-

ToBlas MATTHAY,



RECOMMENDATION.

In studying this work, each of the four Parts should be
taken in the following order:

1 Tho Presmble to each Part.

TI. The Contents of each chapter.

L The Summary of each chapter.

IV. The Text of each chapter, with re-study of the Reca-
pitulatories.

V. The Racapitulstory or Sammary of each Parr, to con-
centrate the knowledge acquired.

VI The student should afterwards constantly refer to the
Becapitulatories, whenever he perceives technical difficulties
between himself and his inferpretative intentions.

The resder may here be warned against a mistake often
made, viz.: the assumption, that an author must needs be in
the wrong, because a reader fails to understand the facts dealt
with 1

Granted, that it is wrong to accept any teachings unless
one’s reason is convinced of their truth, nevertheless it is still
more deeply wrong, to be convinced that such teachings are
untrue, because they happen, perhaps, to be in complete op-
position to dootrines faithtully clung to for years! Only
by a rigid analysis of facts can we hope to eliminate untruth,
and the author begs for such test, convinced as he is that the
facts here stated become only the cleater, the more they are
subjected fo examination.
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ing to fulfl the Means.—Even Attention itself rust, not bo given for
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aud (3), Ar-weight, oocusionally supplemmtad by shoulder-weight.

these offer us, that.

Vanety m(auch(aderprsxmn)bewmes possible.—Two apparently
isti o from the ion of these th

nents (ox ingradients) of Touch, which meet at the Wrist-joint; where
wn-stress is produced by the force derived from LaPSE of arm-
support, and where an upuxrd strese is produced by the exertions of
the Hand and Fingers reacting from the keys.—Since the latter exer-
ions are the main ones employed to induce the act of key-descent, it
follows, that the sensation of work dons during key-descent mst be
felt, P ¥ the keysgainat

Emeld i Wrist, and even
eases against the Shoulder.—Touch oan heseioce b dafasd ot .
of Levering Weight upon the key during the latter's descent.—All
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form of e
monteeWhish of hess <hace movemonts entncs, depmds on thorela
tive balance existing between the three muscular-components during
key-depression,—Arm-tonch arises, when the arm-weight released
exaaly balances the exertion of the other two components during

4 ‘Hand-toach (Wris h) arises when h

is slightly in excess of the cther two components; while Finger-
touch arises when that component is shghﬂy in excess.—Moreover,
we have the option of not applying all three components against
the key, stmultaneously. _0 wing to Uns option, we are able 10 pro-
vide forms of Technigue suitable for ponderous passages and sgile

passages, rospectively.—Agility depends muscularly on the careful
elimination of all arm-ezertion (and even Weight) for the time.~We.
maost in such case rely almaat exclusively on finger and hand exer-
tlons ; and must in extreme cases of Agility, even xestrict ourselves to
the unaided exertion of the finger.—In both the latter cases, the arm
“floats” over tho key-bonrd. supported by fts own muscles,—Three
principles of muscular-combination are thence deduced, which are 80
important as to deserve the title, Species —The first Species of Touch-
constructior depends on finggr-exértion slonc, with passive band and
self-supporied arm ; permiis follest, degtees of Aglity, but, restricta
Tone-variety to the nsTrowost limjts——The second Species gives hand-
exertion behind that of the finger, while the arm reinains Gelf-sup-
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ported ; permi { Lone-quantity, while slightly redu
ing Agil -—Tho fhird Species gi ight (indivi
released o7 sach sound) in addhnion to the other wo components ,
while considerably hampering Agility, this speces offrs the fllst
vatiety not oaly of tonc-amount, but of quality.—Beauty of quality
:n any tone above a pians is only attsinable under thio ] mc  Spocies.—
" ve in
of indtiating (or ** willing ') the muscular-act into operation either
(s) by Weightoreleaso, or (b) by Museular-oucrtion (of the fmgor avd
hand); the xesising components pretideting In both cases, but
doing so in automatic Tesponse, sither (a) to such willed Release, or
(b) to such \‘nlled Exerh ion.—The tendency is wws.rds the * smgm{, -

hen
b7 Relonta of rmcwesght  and the ‘tendency is towards brilliancy'and
even harshness, when this Tnitiative dates from finger and hand Exer-
tion,—The two forms of key-aftack thus obtained (i e., (3) Weight-
touch, and (b) Muscnl aresol
as to deserve the name of Sub-genera.—These distinctive tendencies
(toward singing and brilliant qualities, Tespectively) ere materially
enhanced by the fuo opposite modes of finger-use available, with their
corzelated opposite conditions of the Upper-arm.—The < Flat-fioger-
attitude” reduces the whele limb to its most elastio condition; its
clinging action upon the key demands a corresponding release of the
Upper-arm or Elbow, and it thus furthers gradual Ley-atiack, and
has h” or !t h."—The
« Bent-finger- ammae,“ on the contrary, reduces the elasticity of the
finger, hand and arm ; and while the thrusting action of the finger
‘here demends o forward tendency of the Upper-arm and Elbow, it
thus furthers .sudd«n key-atiack, znd bas boen recognized as “ ham;
‘mer-touch " or **p obtain Tone-
Incasure, wo mst combine the T ~finger " attitude with Weight-
touch, unalloged.—To enable:us accurately to obtain the musically;
desired tone from the museular-operation intended to produce it, we
must, learn to * AT this operation during key-descent; we rust
learn to direct it so that it mny cilminate and cease at the very
moment, that Production seases, the oment when Sound-emission
commences.—All force applied to induce key-déscent inust cease at
that moment, whether derived from Weight-releass, or from Mus-
be apprised of
the momes when this calmination ond cessation is demn\ﬂed by
the moment of ‘The result tnus-ob-
tained is Sraoeato, since the key is here loft free to rebound.—To
obtain TENUTO, We must rest.continnously upon the key-board with
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»
sufcient e, o compel the finger and hand skightly to coutinue
their work upon the key beyond the moment of sound-emission.—
Sk Resing 13 & provess quie distines and sndopendent from the
one that fnduces
moreover, be no heacier than wil ust sufice to overbalance the key
nt,~~LiGATO is cbisited by the intervention of successive

The Resting is in this case transferred from key to key by the succes-
sive lapse in each successive finger's welght-supporting exertion.—
The conception of a2 Touch moreover impiies some form of Restiog,
and all Touch is therefors dual.—It fmplies (1) an act (she ** Added-
impetuns”) fndividually directed against esoh key to induce its depres-
sion, and (8). an act of Rosting, contlauous during each phrase, and
sufficiently cumbroas in Teputo and Legato to setain the keys de-
pressed, and light onongh in Staccats not to infiuence the key into
descent.—All touch is thus compound in {i2 nathrc; the only excep-
tion fs the absolute pianissimo, when this is Teanto or Legato.—This
is the only form of imple-touch ; since the Restiog itself here sufices
to produce the required tone, as well as the effect of tenuto or legato.
—Rotary Adjustments of the Fore-urm condsfions ase important ; they
greatly influence the extreme fingers at the 1wo opposite sides of the
Hand; thess fiogers are thus rendered equally uvailsble for strong or
Tight action aginst the key; this furthers not only evenness of touck,
bat also the individvalization of Melody notes from accompaniment.
—Horizontal (lateral) movements of the Hand and Wrist are required
to enable us to connect succesding fingering-positions in unbroken
sequence.—We also require side-toside movements of the fingers
themselves, to bring these over the Tequired notes; aud for the same
‘purpose, horizontal movements of the Fore-arm alove, or in combi-
ation with the Upper-arm ; also slight verticalmovements of the
Wrist-joiut, to enable us alternately to reach black and white key.v in
octave passages, without disturbing the Eibow . « 10

CHAPTER XIIL
THE LINE BETWEEN EEY AND MUSCLE--OTR SENAE OF EEY-RESISTANOE.

Fach difference i sound kind, exacts s difference in our application of
energy to the key; we therefore need to be constantly reminded how
much energy is required dy the key, to insure certainty of exeention
and accuracy, artistically,—The key lisel warns us of ita requite-
ments, 1f we constantly watch the resistance it offers, before and dur-
ing depression, since such resistance varies with each key, and the
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s it Is pat ta—Our  Resistance-seuse ™ (the muscular-sense and
its coSperatives) can alone transmit this information to us.—Such
Resistance-sense hence forms the LvE between the inanimate key-
board and our living muscles.—So intimate may this union become
by this means, that the key will sccm to be a physical-continuation
of our fingor itself.—The condiion of our musclen must asise inatrict

from
cular-exertion of the finger thab supports the locse-] lymg hand upen
the un-depressed key, is smple to excite the sensation.—A slight
wedging of the fAngers between hand and key renders the sensation
more pronounced.—Wa nust not mistako the meto sensation of
Touch (or Contect) for the reguired sensation of Resistance.—The
fach of our thus watching Key-resistance, also induces us to attend
musizally ; for we cansot attend 1o the key, and choose what o do
with it, and when to do tt, withous constantly referring to our musi-
cal Feeling and Judgment.—Recapitudatory . . . . .19

CHAPTER XIV.

O KEY-CONTACT :—THE NATURE OF THE IMPACT OF THE FINGER AGAINGT

Hitting the key has been found egually pernicious, whether regarded
rom the instrumental or the muscular aspect, since it precludes our
employiog the * Resistance-sense.”—The finger-tip must therefore
reach the key with no greater force than the key will besr withont
being thereby deflected, if Beauty and Accuracy of tone are required.
—This will enble us to “take hold of and weigh the key, before
using it—The preliminery gentle fall of the limb upou the key,
should be 85 far Temosed from a muscular exertion as possible.~The
process of pressing fhe key info movement (Tone-production) only
commences afier we have reached the key-surface—This latter pro-
cess need Dot be separate from the preliminary ove; for the com-
‘paratively slow praparatory descent upon the key may be immediately
tollowed by the act of keg-depression Htself —Tn this case there will
e an unbroken descent of the limb (even from a well-raised position)
down to the place In key-descent where sound arises; the latter part
of the descent being however far speadier than the first part.—Or,
contact with the key may instesd be mede some time defors the
key's depression i musically due; several fingers may thus be
“ready” In ceriain awift passages.—An fnstructive lesson in non-
hitting. —The finger, lthough rescbing the ey without actual blow,
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can mevertheless act against it efther suddenly ot gradually.—This
difforence depends ou the muscularsondiion of the arm, hacd, sod
Snger, dis Approximation towards key-atiack by blow,
permuissible for the barsier souad-kinds, —The mistake of employing
barsh counds, under tie impression that they are effective; such barsh
sounds, alihouglh poisy close b, do ot auny i the Concert room.—
Key-contuet and.
ment to the particular needs s heavly felted
‘bammer roquires far more < driving in brilliant passages than does
2 harder one.—The Larder hemmer permits far greater range of tone-
quality; bt the elastinity required for the more sympathetic cffects
rovided by the piayer's muscles, operating
na.—Movements preceding key-depression
should be a8 smple as converience allows.—Exaggerated fmportanco
‘must not be attached to such preliminary lifting, otherwise stiffaess
and worse will ensue—The true object in welldifting o Hmb, is not
0 ensble one to hit barder, but that wo may reach and move the Key
with more ease and freedom; and so that the individual fingers may
be Detter discriminated in flager-passages.—Ratber than allos onessif
10 think of the actual lifting-process, one should Uhisk of * playing
m s (modernte) disteace.”—Ample movements, when possible,
more healthy for tho museles coucernod.—More upproptiate for slow
passages than for quick ones.—T'wo contradictory fallucies have arisen
from (s) the desirability of giving smple preliminary movements, and
(b), the necessity of determining the ** giving-way-point” of the Key;
hasty generalizations Luving produced the docirive of exaggerated
limb-raising, in one case, and the fetish of never quitting the key-
Doard, fn the other case.—Reconciliation of these two *Schools”
found in the basis of (perverted) truth underlying both fallacies.
Accuracy in expressing ourselves musically s found to depend, in
the first pluce, upon proper Key-contact.—Recapitulatory . . . 125

CHAPTER XY.
THE TWO CONCEPTS AND ACTS, OF * RESTING” AND “ ADDED- IMPETUS.”

1t 15 nocessary to possess clear and definite general concepts of Touch.—
Touch cousists of two main concepts and acts (&) that of Resting
upon the keys, and (b) that of Key-defiection, or the Added-impetus.
—Toueh is therefore dual in fts nature.—Grounds upon which this
conception of Touch is based.—The musculer consideration of Touch
ve-enforces the teachings of Part 1L, Frstly : that all passages (both
Legato and Staccato) consist of o string of dis~ionnected muscular-
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operations against the Loy-board. excepnng o moluce P the

“sreighed " form of pp-tenuto or legato; and Secondly: that these
separate muscularacts are accompanied by & continuous act ot light
Resting, continuous for each phrase, but not heavy eaough in Staccato
to cause doswn-retantion of the keys,—Ali tonches (except the ppp)
consist, therefore of & series of discontinuous operations against the
key-board to form the tone, in combination with & continuous one, &
substratum of xasmg the former determining the Tone-kind, and.
the latter determining its Duration.—The reason wby so many fall o
lsooves that tho ack f tongupeoduerion 1s di continnous and quite
a shortlived operation, is, that quick passages snd legato pussages
Dresent a conténuous effect to the ear, which is here misleading.—
Since all tonches wre compound (oxcepting that solitary exception the
pppten. or leg.), it follows, that Purpose In performance must be 5o
directed, 1 to lnsute the resting being real wnd of the required kind,
and also to insure the Added-impetus being of the required Kind, and
that the latter is morcover sccurtely fimed to culminate and cease
with its consummstion fn Sound.—This consummation forms the
Deed, itsel, of tone-production. — Afming” at the Pianoforte hence
‘means, that we must finish each key-descent at the moment that the
sound is musically due; thus compelling the sctual production of the
sound 1o coincide with the pre-imugined Time-place and Tone-kind.
—Tt follows, that the muscular act of tone-production must be com-
‘menced before its completion Is musicelly due.—Recapifudatory .«

CHAPTER XVI.

THE NATURE OF THE LIMES EMPLOYED, AKD THEIR MUSCULAR EQUIFMENT.

The Upper-arm, Fore-arm, Hand and Finger form four separate levers.—
Bach lever is individuslly provided with muscles, and can therefore
e placed in a state of action or inaction independently or conjointly
with the others.~—The muscles that provide the energy, are not neces-
sarily found ou the same patt of the limb they serve 0 eneraize.—
The musculu-provisions : the fiagers can be exerted upwards or
downwards, or from side t0 side ; the hand has stoilor facilities : the
fore-arm and upper-arm lkewise.—The fore-srm can also b rotated,
either by exertion or lupse of exertion; Its conditlon in this respect
has far-resching faflucaces.—Rotation of the upper-arm assists the
taking of * skips.”——The flagers can be applied in two opposite Atti-
tudes ; the Thrusting (or Bent) sttitude, and the Clinging (or fiat)
attitude.—The visible difference between the Thrusting and Clinglag
attitude is bess exhibited, when the finger is well raised ; in which
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Pacn

case the Thrusting ﬁnger starts from & weli-curved pos tion, whems

the Clinging-finger starts from an slmost straight posi

having the pqwerw ‘mone each part of the whole ey indw!dullly,

we are also able to exert these same muscles, without any correspond-

ing movement of the limb.—Amoagst the hidden stresses thus pro-

duced, are found the most fmportant actions and in-actions required.

in laying —Thsro e severe cauees that my prevet vishle move-

‘ment from srising fro o , beneficial and

It the opposite artion 1 pen:nuwd o conte nto operation with the

Tequired ovs, restraint o oven rigidity supervenes.—All Stiffness of

Finger and Wrist can under normel conditions ba directly traced to

such faulty Muscular-condition. —Ease in Technigne and Expression

Tence demands as & first Jaw, that we must as completely us possible

Telax all muscles opposite to the ones required to do the works of toge-

‘production,—Passisity of the opposing rmuscles can be dxreuly learnt.
—The mesns of doing so.~Recapitulaiory . ST

CHAPTER XVIL
THE MUSCULAR ACTIONS AND INAGTIONS CONCERRNED 1N THE AT OF TOUCEH.

Al good touch implies Weight levered upon and against the key during its
descent, by mesns of the Finger and Hand.—The weight is that of
the Arm, sometimes supplemented by Shoulder-weight, and even
Body-weight.—All exertion is upwards by recoll, upwards agatust the
Knuckle, agaiost the Wrist, and the Shoulder when necessary ; the
Basis for thExeniun s the welght of the Arm, and even that of the
Body.—Although Body-weight It thus wlthusiely avallable, Body-
dmlorcu must never be substituted; the body must be purely
‘passive.—The sensation accompanying key-depression is invariably

rds, o sensation of steppiug-up on to the keys.—The reasons for
this.—The three main muscular componends of Touch: Finger-exer-
tion, Hand-exertion, and Arm-weight with its coSperatives—The
thres main prnciples of combination svailable of these, forming the
threo Specios of Touch-construction; to be dealt with in Chap. XIX.
—Arm-woight svailabloin two distinet forms: either pessive or active.
—In the first caso the arm is fully self-supported: in the sccond case
it 15 more or less released during the aet of Touch.—Two distinct
sources of Energy must be recogoized: (s) the Element of Exertion,
that of the fioger and hand, aad (1), the Element of Weight, that of
the Arm, ete.—These two Elements moet at the Wrist-joint ; Bxer-
tion there bearing upwards (by reaction from the key), and Weight
there bearing downwards (by velessc).—Quantify of tone depends on
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the tots] amount of energy derived from these two sources, and
applied during key-depression.—Quality of tone maiuly depends on
ahich of these two sources starts the operation of both against the
keys, thus forming the distinetion between Weight-touch and Mue-
oular-touch,—The tendency is towards leauty of tone when the
tose-producing museular-combination is nitiated by Weight; while
brilliancy o sggressiveness supervanes whe the Tnitfative is by
Exertion.—The rationale of this difference.—The two oppesite Am-
tudes of the Finger available, the Dhny'mg and the thrusiing, w
their correlated Upper-arm teedencios.— Those modify the contrasts
in Tone-quality derivable from difference in the locality of the Initia-
tive—The clinglng (or flat) finger enbances the sympathetic effcots,
while the thrusting (or den) finger assists brilliance.—The two oppo-
site kinds of Techuigue thus derived.——The fiat finger, and its more or
less loose-banging arm; and the bentfinger, with its more or less
forward-supported upper-arm.—Tilustration of the opposite cherac-
ter of the resulting stresses.—The bent-finger unbends towards, and
with the key; whereas the flat-finger remains straight, or tends to
bend.—The differences in result are owing to contrasts o the elas-
tioity of the 1imb under the two opposite conditions,—~Whichever
is employed, the K1 x should fnvari-
ably be relied upon for most of the work.—The common fault of rely-
ing too much upon the front two joints, and its results.—The device
of inverting the hand, for the purpose of acquiring o true notion of
the two opposite finger attitudes.—The two rules regarding Touch-
quality deduced from the foregoing.~The distinctions of movement,
respectively termed Finger-touck, Hand-touch, and Arm-touch; by no
means the radical distinctions of kind, geerally sapposed.—ost of
the sets of Condition (thet form a given tone-character) can be accom-
‘panied optionally either by Finger, Hand or At movements.—The
cause is found in one of the touch-components slightly out-balancing
the other two.—Arm-touch,—Hand-touch (so-called “ Wrist-touch”).
—Finger-touch.—The relative sensations of Finger, Hand, and Arm-
touches—Arm, Hand and Finger mosements, when appropriste.
Tlm specd of the passege fs the main cause that determines cholce;
rm-movement for slow sucoesslons of chords or notes, and for
2h: inital notes of phrases; Hundemovarent, whes the passage s
oo quick to ad 5 an t, for pas-
sages still fast inger-movement, also employed in the slower,
and slowest puu{,e&, since Legato can only be obéained by fnger-in
tervention.
—Choice of Muscular-combination mors important than choice of
Movement.—How Arm-weight is obtained by releass of the support-
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ing musdes, 1 should bo the whole arm, ot the fore-srm only—

The difficulty often axpen&nced in obleining teus relessc, sad the
way to overcome this difficulty.—The question of restrained sction.
~—Weight, when employed, should cease at the moment that tone
appeass this cessation should not be encompassed by directly * will
Ing” the self-support of the srm Into action; on the contrary, #t must
oceur in sutomatic response to the cessation of support arising at
the wrist-joiat, through the well-timed cessation of the finger and
hend-exertlons.~The question of Biaccato and Legalo, cxamined
from the Museular-aspect.—~The mode of obtaining the Staceato (or
Yghter) form of the Resting.—How the heavier (or Legato) form of the
Resting sbould be obtained.~The trausfr of continuous Weight from
‘mote to aote, its muscular-sspect.—Tu tuust oecar in automatic response
o the well-timed cessation of the finger that Jast carrled the Resting.
—The accompanying sensation is pessive rather then active. —Tho
pianissino Weight-touch accompanies all Teputi and Legati, though
they be forte—Rotary-adfustients of the Fore-arm; their influence
in forming evenness of touck, and slso In enablfug notes to be emphia-
sised. —Although mostly Tnvisible, these adjusiments may also be per-
mitted to exhibit an aciual partial Totation of the Fore.arm, or titi
of the hand.~Such Rotation-touch is often mistermed * Side-stroke.”
—Its yossibilities.—Horizontal (or lateral) adjustments of the Hand
and Wrist; Tequired jn connecting the various fingering-positions
that form passages beyond the *five-finger” positions.—The seosa-
tion of lateral and votary freedom of the Liand at the wrist induces
the sensation of always feeling ready for every note; vice tersa,
insistance on such sensation will also induce this necessary Freedom
1o performance.—The wrist can only be said to be really “free” when
it is unrestraiaed in three directions: Zaterally, rotarly, and vertically.
—Fore-arm-skips, bow taken.—Skips by movement of the whole arm.
—The Interal adjustments of tho Sngers—The acquisition of Mus.
cular-discrimination.—T4B1E of the main Moseula discriminations
demontrated to be necessary—Recapitulatory B

CHAPTER XVIIL
THX THRES MUSIULAR TESIS REQUIRED DURING PRAOTICE AND
PERFORMANCE,
It has been elicited that Techoigue primarily depends, muscularly, on Mas-
tory o thee respects, viz. : (8) efeiency in Resttug, (b) effcency in
aiming and ceasing the energy employad to mova the key, and (c) eff-

.18
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ciency in isclsting finger-and-hand exertion from the abjectionable
down-exertion.—To insure obedience to these lasws, tests are con-
stantly required during Practice and Porformanae.—The necessity
for similar Tests observed in other vocations.—The athlete weighs
the ool he uses.—Wa do Hkewise when we try to judge the weight
of any objevt; weblance it, and in thus fresing our Linbs from con-
tzary exertion, are abla to feel the axaes amount of weight.—Similar
testing is required unremittingly ab the Piano, both from Learnerand
Adopt—The adept, however, noed not display such testing 50 rauch
as the learner is compelled to do, since the latber has to lean to dis-
tingaish between right and wrong by mewns of such testing. —Closer
consideration of the threo most, tusidions faulte.—The Firs Test: to
frec the hand and finger from ** coptrary exestion,” so that Key-reslst-
ance cap be tested in the Act of Resting; (a) &n up-and-down sway-
ing movement of the wrist, While the fnger-tips susisin a slight
weight on. the keys, constant during the process; (b) a rolling and
warolling of the fingers themselves, while the weight remains simi-
larly unchanged during the Test.—The Second Test: to better our
power of " aiming ” (and ceasing) the musenlar operation against the
key: by playing a chord, etc., by « Weight touch,” and dropping the
Wrist at the very moment that tone ariscs, while the fingor-ips,
reming on the ke are neverthelos penaied to rsbousd with the
ke Third Test: to dissociate arm:force from finger-and-hand
exertion : (.) ‘playing a short run or arpeggio, and driving the Arm
off the keyboard at the last note ; causing a driven-of accent, by the
sharp, jamplike action of the fioger and hand against the key-bed ;
(b) & somewhat similar test, but without the accent In thie case, the
arm being here instead “floated off.”"—Recapitulatory . L 204

CHAPTER XIX.

THE THREE SPECIES OF TOUCH-CONSTRUCTION, AND THE ENSUING VARIETIES
OF EET-ATTACK,

he

correc choles ~Re-sta

ment of the nature of these three Species of Touch-formation.—Re-
‘minder that all these forms of the  Added-impatus ™ must culminate
and cease a8 such the moment, that tone is reached in key-descent.—
Remiader, how these thres Species can be accompanied cither by the
Staccato o the Legato form of the Resting,—The Third Speoies of
Touckformation : {Excrtion of Bnger and hand, in confunction with
armowelght) is the most mportant of all; offers sll contrasts of
Tove-quality and quandity ; also all forms of Movement (Finger,
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Hand or Am mam) Agility s limited, owing to the rapid re-

Note, showlag Gbuwnda 0 be cl(ucly selated to gpp-transter-touch.
“~The Second Species of Touch-formation ¢ (Finger snd Hand exerted,
with arm self=supported) permits ,gmm Agility than Species IIL ;
Tone-quality limited 10 the muscularly-izitiated varicty, with s less
sympathetic effects, only modifiable by the contrasts betweon Thrust-
ing and Clinging-sttitudes ; Tone-quantity also more limited thaa in
Species I1L ; while Finger and Hand movements are wlone available.
—Hirst Species of Toucheformation: (Finger exertion alone, with
loereying baad md mf -supported arm) offers aulimited scope as to
Agiity (or hc drawbucs, that Tone-smount araichle

for the mgm ‘modifcations between Thrusting and Clinging. e
determining-reasons between choice of * flat ” and * bent ” fingor ati-
‘tudes.—The immedite cause of the difference between the two finger-
actions, found fn the condition of the srm ; since upper-arm weight

cannot be individualy lapsed beyond a certein speed, forde passages
Boyond that spesd st bo played wits supported vpperain (1
Species) and with *“ bent” finge e true neture of the muscular
diffculties that prevent ;gll(ty i ovescome them o must be bie 1o
provide either 2nd or Ist Species (when necessary in Thrusting-
attitude); L.e., e ust be able to provide conjoiut exertion of the
finger and hand, without this leading 10 arm down-exertion ; and finger-
exertion, even, without this leading to hand-exertion,—The fmpera-
tive necessity of tning and ceasing all tone-productions either as sin-
gle notes or as groups of notes, not only for the sake of Agility but
also for the salce of rocurncy in Bxpression.—Systematic teaching of
Muscular.discrimination agein proved fo be urgeut.—General direc-
tions as to the appropriate application of the three Touch-formatious,
~—The Gantendo and Cantabile—The ever-preseat question of Stace
3107 Legato.—The guetioaof oder of Study—Waraiog ritrated,

never forget. that our Purpose must eves be : Music, through Key-

ement,-—Recspitulatory.—T aze, shoving mlm.mmsmp Totworn
- 21

Toueh-sonstraction, Movement, and tho Restiog

CHAPTER XX.
ESUMERATION AND CLASSIFIOATION OF TOUOHES.

Nocessary bri
‘Tho maiu fuu : The Resting ; the Added-impotus ; the three dis-
3 the bwo radion]

nor
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tions, Welght-nitiated v. Sluscularly- mniued  and the distnctions
between Clinging and Thrusting e Species of
Touchconstraction form the ¢bst basis borh for Enmeraion aad

Zor Classification.—Review of thesc species aud their potentiniities—
Classification pofaté:—(3, the diffcrence of Resting, exhibited a5 be-
tween Legato and Stacoato; (B) the different aspects of Movement,
exiibited as Finger-touch, Hand touch, and Arm.touck 5 (€) tho dif-
ferent forms of Toush-construction, ehititel under each of these
hendings :—Dirision £, STACCATO = (n) Finger-stacato, cight distinct
Kinds ; (v) Hand staccata (* Wrnst"-staceats), sis disiinct kinds: (c)
Aim-staceato, four distinet kinds,—Division IJ, TENTTO or LEGATO
(the nct of Kosting, unaselsted, serves as a tone-producing agent for
) Finger-Legeto and Tenl; W distinet
Vatleties ; (b) Hand (* Wrist") Teauto, eight distincy )
Avi Temdo, tix distiact varicties—£2 distinet kinds of oucn oon
thas be formulated ; we must, however, Nor thus fhizk of thom in
Practice; we must, instend, first loarn them in the gufse of the wom-
paratively few fandamental principles of muscular-action and oppll-
cation quoted ; must subsequently learn to cpply these more aud more
upconselously, until Musical-sense at st prompts their application.
~—The distinctions requiriag conslsnt supervision are : (2) Weight
Museuler tonch, () Flat v. Bent attitade, (¢) Resting at surface
or Lottom of key— Recapitulatory and Summary. I: Eno-
meration-summaty ; Tanvs IL: Classifieation uader Legato v. Stuc-
cato, and under Movement.—TaszE ITT: Final Classifeation, from
the Colourists poist of view, viz.: Weight-touch v. Museular-touch,
L

CHAPTER XXI.

RECAPTTULATORY OF THE MATN CONCLUSIONS OF PART I

APPENDIX TO PART IIL
Note XI. * The foundation touch andmono-method follacies . . . 264
Note XII. * Boaggerated fingerlifting” otous  ~ .
Note XIIL “ The provines of satomatioity™ . . . . . .36
Note XIV. * On armaveig .
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PART IV— ON POSITION.”

CHAPTER XXM
SYNOPAIS OF THE MATN ASPECTS OF POSITION.

Correct posture, during rest and mosement, follows slmost & a necessary
consequence when the correct musculor Actions and Tnactions are
being fulfilled.—The Importance of Position has been grestly exag-
geruted.~Forms no guarantee whutever of correct Key-treatment,
alihough case of posture is helpful in its astelnment,—Position not the
Cuuse of good technigue, although It may avise as a Result of such.—
The fallacy of secking to obtaiu good technigue by insistiug on the
imitation of posture.~The ground covered by Position. —Variation
of Position necessary with each Individual It hus nevertheless some
imporiant aspecie, where variation from the normal would prove
tmpedimental.—The thrac poiuts of grestest importanoe—(a) Position
of Shoulder: sufficient, distance between it and the keys to enable
the arm to be sufficiently unbent, thus rendering the whols of its
weight available.—(n) Posture of finger : sufficient preliminary curve
when used in thrusting_touck, nd flatter when used for clinging
touch.—(¢) Posture of Wrist or Hand laterally : fingers and hand
‘pointing in some direction as keys, for Five-finger position ; turned
Suwards for singlenote Scale, with slight additional lateral moves
ments for Arpeggio; und turned outwards, when Double-uotes-pas-
sages travel outwards.—Svbsidiary detaiis: () Wrist-level, not too
exaggeratedly bigh or Jow ; (b) Knuckle well away from keys, and
ot beld “in " relatively to the Sngers and Wwrist; (¢) the seat, suff.
ciently distant from iastrument, while central and 1ot 100 high.—
Fallacy to consider the reaching of the correct keys purely as oue of
the problems of Position, siace it should muinty depend on the proper
fulfllment of the Act of Reeting.—The latter, properly executed,
cases us 1o find each key from each precading one.—A sequence of
motes bence realized a5 a succession of distances sccurately judged
from each preceding key.~Position fs finally found of importance,
although not so imporiant es has been {magined. . . . .

CHAPTER XXIL
TEE DEPAILS OF FOSITION.

Vertical aspect of Finger-position —The two distinct positions of the
finger, corresponding 10 the Thrusting and Clinglag sttitudes of the
finger and arm.—More noticeable when tho finger i raised, than
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when it fs depressed.—The nail-phalanx shows the difference most;
this must be vertical, when the floger Is raised previously to the action
of thrustiog-touch ; whereas It may remain flut in clinging touch,—
The movement of the finger towards the key can in some measure
show us whether tie touch-action is good or otherwise; the fault of
hitting can thus be detected by the eye, — The tip of the Auger reaches
the key in “ beotfinger ” touch, while the fleshy part reaches the key
in **clinging-touch,"—In bent-Bnger tonch, the fingers should be all
early equally bent, but if the At is wbnormally short, it may be
slightiy straighter.—Ample prelimivary movement of the finger is
Dealthy, provided there is time for ir, and provided it does not lend
to stiffness and hitting.—Position of the thumb—corresponds in its
differences to those of the fingers in a measure—The thamb should
not be held contracted aguinst the band, an often-found fault.
Thumb movement arises near the wrlst-end of the hand —Finger-
posttion in Hund-touch.—The fingers should assume their detlected
position relatively to the band, while the havd is rising from the
preceding chord or note,.—Down-movement of the finger simultanc-
ously with that of the hand, is & combination only rarely required. —
Finger-staccato ; there are two kinds, corresponding to the two atti-
tudes of the finger und arm, the " thrusting ” and the * clinging.
The return-movement differs in corzespondence with these attitudes.
—In dent-inger stacouto-toueh the finger re-ascends into the initial
position, whereas fn flat-finger staccato-toueh the twvo front phalanges
continue their movement beyond the moment tiat tone-emission com-
mences, while the knuckle-phalanx rebounds with the key.— Horizon.
#al aspect, of Boger-position.—Varies with each different kind of pus-
sage.—Five-finger fingering positions allow the middlefinger and
Band to poiat in the direction of the length of the key.—The places
on the key that should be resched by the fingers in such fngering
position.—Tt is & fallacy to suppose that the ingers must reach the
Eeye all in a straight line—With the thumb on the black keys, the
edge of the black keys must be considered to form the limit of the
key-board. —ingle-note Scales and Arpeggi require the hand and fia-
gers to point inward as the normal posision. so as to give freedom of
movement to the thumb.—Tn the arpeggio, lateral movements of the
hand end wrist ave required in addition, to fucilitate the extensions
of the fingers and thumb.—In donble-thirds scales, the haad spd fin-
ger are turned in the direction in Which the seale is travelling at the
time.~—In other double-notes passages, latera) movements of the wrist
and hend se required in addition.—The corve of the thub.—Look-
ing down upon the thumb, Its nail phalenx should always be in the
same line as its key; unless we wish %0 sound two adjacent notes with
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it, when it should be at an anglo with the keys.—~The thumb should
therefore assume a convex curve, whex it is cxtended from the hand,
a3 it alwags should be, unless Tequired undu‘ the hand.—The posi-
tion of each key, should, whenever practicable, be derived from the
position of the preceding ey, or Keys: 1o cachs finger, morcover,
Thould be in position on its key, before 1l act of key-depression 1
egun—two rules thot sutomatically fulfll themselves, provided we
fsist on due observance of the Act of Resting, in one of its two
aspects.—Position inside the key, is however of even grealer impor-
tance than this feeling of each key before key-depression ; accuracy of
Expression immediately depends on due observance of these rules.—
To prevent risk of note-**splisting,” wa shouid be careful o iry to
reach each key in its centre,—Position of the Lund and kuuckles.—
The hand should vot slope towards the little-finger, but should be
level, ecepting when it apparently tilts in the act of Rotation-touch.
—Tne Knuckles.—82ould not be allowed to sink in ; they should be
kept sufficiently wel off the keys, owing to the natural renction of
the fingers against the keys during key-descont.—Relatively to the
Wrist, the Kauckle may be eithor fovel or comewhat higher.—The
actual Lielght varies with the kind of touch used, and it differs with
different conformations of had, and the helght of seat adopted.—
The “knucklen  fallacy.—Beginners should at once be taught to
Tecognise, how the kuuckle cun easily be kept up. if 2 proper action
of the fingers is adopted, and provided down-arm force s eliminated.
—Vertical movement of the hand; exhibited as Hond-touch (so-
called * Wrist-touch").—In hand-touch the knuckles rise and fall
Bodily.—The extent of the movement of the hand need not exceed the
Qepth of the key ; ard the movement should not be of greater extent
than this, in very rapid passages—In slower passages the hand may
sise off the key, aud in this instance it is muscalarly an advantage to
o so.—Exeessive raising of the hand in band-touch s as strongly to
e depreeated, a3 oa excessive Tafsing of the fingers in finger-touch ;
and whatever the smoant of raisiag, it should only be undertaken for
the sake of freedom of uotion.—The fallacy of considering * Wrist-
touch” 1o consist of a throwing-up of the hand.—The position of the
wrist vertically.—Iis elevation above the key-board should arise ss tho
matural consequonce of & proper balance between the exertion cle-
 and hand, snd the element of arm-weight.—On

fhe whole, the most netural position of the wrist Toiatively o the
Knuckle js about on 3 level with the Intter; but & higher or lower
variation of this js adissible, provided there is no exnggeration eithor
way.—In Hand-touch (Wrisi-toueh) this normal (about level) position
i5 the most natural; but a slightly ralsed position is found more com-
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fortable for rapid octaves, ete., by many players.—The fallacious
doctrines of exaggeratedly Ligh wrist and low wrist—The wrist
Lefght should vary slightly i the case of pussages Yequiring the use
of the thumb on alternate white aad black keys; o slight raising for
the white ey, and lowering foc the black key cvables the thumb to
each botl, and this obvlats what would otbrwse bave t be o
clumsy movement, of fac elbow, fore and aft.—Lateral movoments
of the wrist, reviewed ; slso the loteral movements of the foroarm
and wpper-armn, which bring the flugers over thelr keys.—Definiiion
of these requirements 1o passeges of short extension and large exten-
sion, respectively. —Insteuction 5 to these movements and the lateral
movements of the Thumb, respoctivei in the Seale und the Arpcggn,
the greatest care here necessary in primary insiructio rotary
movements of the Wrist and Haud (realiy of the Foreavmy, which
constitute Rotation-touch —Position of the Fore-arm.—Position of
the Upper-wrm and Bibow.—Tt i the most important law of Posi-
tion that the Showider must be suficiently removed from the key-Soard
1o enable the arm 10 be oponed out almost into an obtuse angle;
freedom and the use of Arm-weight are othervise greatly impeded.—
Sideays, the Elbow should not be pressed against the body, but its
position varies, with the part of the key-board thc Tands are employed
'pon.— Armetouch movemezts, of two kinds : () of the whole am,
and (1) of the forearm only —The importance o the loose Iying haud
in this connection.—Position of the Body,—Two alternative positions
available, either («) almost erect, or (1), Jeaning forward from the hips
(but without stooping).—Choice depends on the relntive measurements
of the body and the arm, and on the inexorable requirements of the
opened-out arm.—Position of chalr, —In the centre of the instrumeat;
suficiently removed from it to adwmit of the opened-out srm, and of
5 height that will allow the fore-rrm o be sbout level with the key-
surfaces. —Unnecessury movements.—Should be avoided when pos-
sible.~In the learniug stage many secondary movements are unsvold-
able 50 that we may be able to tsst ourseives for freedom, accuracy of
aim, ete. ; such movementa should, however, be gradually reduced to
the smallest timit compatible with due fultilment of their purpose,
ones that Freedom, ete., lis becn conquered.—Summary of the mein
points requiring attemion . . . . . . . . .28

Recopitulatory of this Chapter and of Part JV. . . . .88

Main Ponss of Position —Summory. + .« 4 o o« 816
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CHAPTER XXIV,
CONCLUSION :
GLOBARY AND SUNMARY OF THE MATN TEACHTNGS OI THIS WORK.

Pas L Tnteoductory -—The uck of glaping; musisl perception teoh”
nique; aspect ;
—Definition of the act of Tone: prodncﬂ(m lﬂudness beanty ; cessa-
ion of the sct of lonch ; key-resistance ; crergy Tequired.—Part I1L.

. muscular aspect 4 through the
muscular-sense.—The dual aspect of Aftention in playiog—Key-con.
tact not really & blow.—The duplex nature of the act of tanch ; the
twro acts of Resting und Added-mpetus.—The act of Resting, its
duraiton, and its two forms : either at urface or at bottom-level of
keyboard, forming respectively Staceato and Legato,— —The Addel-
fmpetus, lts duration and fis forms of construction, muscalarly.—The
three musculsr Components of Tench.—The three Speoics o o
construction.—The sensation of work done, always upwurd.—The
determining cause of Movement during the act of touch ; 1. e., the
difference between Finger, Hand, and Axm touches.—The distinctions
‘Detween Muscular-touch and Weight-touch arising from the two alter-
native modes of starting the Third Species into operation, with its
tendencies toward brilliznce and roundness of tone, Tespectively.—
Plaging too far down insures bed tone.quality. —Quality also influ-
enced by alternative Attitudes of Upperarm in conjunction with
the Finger: the Thrasting and Clinglng finger respectively helping
brilliant and sympathetic effects.—The importance of the knuckle-
phelsox’s action i both finger-attitudes.—The sutomatic inducoment
of Arm-weight cessation in the Added-impetas.—The automatic
Transference of the Resting-weight,—The necessity for eliminating
all contrary exertions from those required in playing.—The impor.
tance of constant rotary nd]\!slmmts of the fore-arm, and freedom

al and horizontal freedom of the

on : ‘The fimperative neoessity for
room between the shoulder and the key-bourd.—The difference posi-
tionally between bent and fint tinger.—The lateral adjustments of the
and and wrist for esch particular kind of passage.—The supreme
importance of properly preparing every finger over every noto, and
of tonal-uiming ; each key’s position found from its predecessor, and
acted upon ouly down to Sound.consummation,~Warning in conclu-
sion, mot to forget the musieal purpose of Technique, whilst studying
the details of musculsr and instramental action which render it
attainment alone possible; i ¢., the muscolar-act must alays be sup-
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PIANOFORTE
TONE-PRODUCTION.

PART I,
INTRODUCTORY.

GENERAL ASPEOT OF THE PROBLEMS OF PraNoFoRTE PraviNG.

CHAPTER I
PREAMBLE.

§1. Te attempt to teach, or to learn the readings of
pieces of Music, before the Means of rendering them has been
mastered by the aspirant, is quite as great sn sbsurdity, as
endeavouring to insist on the subtle details of the elocution of
a poem, while one is as yot mnable to pronounce the words of
the language in which it i written. Still more sbsurd is
the practice of the teacher-begimer, old or young, who gives
Chopin Ballades, and Beethoven's Moonlight Sonata to school-
iz, us yot iwcapablo of giving & good accouat of Seumarw's
“Merry Peasont”!

Surely it is pure folly to attempt to teach pieces, or studies,
or even Technieal exercises, until at least the actual Hlements
of the question of Tone-production itself are understood by the
pupil,—and master! Such folly shows crass ignorance
of the whole problem of Pianoforte Bducation. Indeed, it does
not deserve the name of “ teaching,” for it is mere dabbling !

1
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§ 2. However, the signs of the times clearly point to the fact,
that 1b is beginning to be generally felt, that the same educa~
tional methods should be applied fo the Pianoforte, as have
long ago been adopted in other branches of Education.

§3. Let us consider, then, the difference botween the empiric
and the rational or © direct ” systems of teaching :

The empiric method of Pianoforte Education consisted in
choosing pieces, studies, and technicel-excreises, more or less
suitable for the leamer, and then leaving him to make fenta-
tive efforts to perform these; the comparative failure that
rosulted from Lis helpless undizccted flounderings, being
corrected —as it was supposed, by scolding, bullying, or
encouraging him into trying again, scoording to the temper
of the instructor!

A rational schemo of Edueation, on the contrary, would
consist : in analysing the subjact to be taught; analysing also
the successful doings of successful artists ; thence deducing
the laws and rules that govern successful performance ; and
then direetly communicating such laws of procedure to the
pupil, instead of leaving him to discover them for himseli.

This has been done in the study of Language, and to a cer-
tain extent in that of Music; for in the one case, the rules of
Grammar and of Syntax, in the other case, the rules of Har-
mony and Composition form (or should form) rales of pro-
cedure at the moment acceptable to the Mojority. Such
formulating of Knowledge has beon mothodically done in the
case of Mathematics, Physics, and the Sciences generally ; it
there means, formulation of the knowledge o for gained of
the immediate Causss that underlie auch Effect.

Evidently, teaching, as applied to Science, Harmony, or
Language, does not hers signify, that the discovery of the im-
plicated Laws shall be left to each individual learner. On tho
contrary, the student is in each case informed of the already
peraeived laws and rules of procedure. Hence, he can in this
case, at once “start foir,” and can make practical use of such
information; and may even go further, and discover fresh
truths ;—instead of having to experiment for years, or maybe
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w lifetime, in his endeavours to rediscover for himself facts,
already understood by others.

§4. Clearly therefore, we cannot even commence really
profitable practice at the instrument, watil we have attained
conscious (or unconseious) sense of the inexorable laws that
govern its effects.

Until we have such sense, we shall risk forming wrong
habits, which must then be first crushed, before we can hope
to make a step forward.!

It is the formulation of these Laws of Tone-production,
which is attempted in this present work.

§5. It is true, the rules of Grammar, of Harmony, or of
Composition, are found to be of little practical value, until
subconsciously employed ; .. : until we are not only able to act
in accordance with such rules, but are able to do so without
self.conscious attention to them. This hence involves, that
such rules must be made into habits of mind ; but this applies
equally to Thought and Invention in other forms of human
activity.

This suk mastery of already.-di d rules and
facts, which must precede original thought and invention in
the case of the other sciences, certainly applies with equal
force to the inexorable laws (nobt mere rules) of the art of
Tone-production by mesns of the Pianoforte.

Habits of thought, and of action, must be formed in ac-
cordance with such laws, before the knowledge thus gained,
can become available for free playing; just as no treatise on
Harmony, Grammar, or Science, can lead to results of any
real value, until similar habit has been accomplished.

Whereas, the forming of Coyrect Habits can at once be en-
forced, when the laws, or at lenst the rules of procedure, are

nown,

! IE correct habits ave mot at anco formed, ot least drie the time il
Dave to bo spent. There fs the time wasted in

at aat, the time eeded to forn the cortect moutal

phymg, shouid be thororghiy nadetstood |
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§6. It follows, both with regazd to the question of play-
ing enerally, and to that of Tone-production in particular,
that the Form of Attention required from a fully-trained Artist,
ust necessarily widely differ from that required of a Student,
who is a8 yet still undergoing the process of learning fo at-
tend snd 1o aet,—provided be is andergoing that process suc-
cesstally.

This fact cannot be too strongly insisted upon.

Our ealligraphy, for instance, Teceives no detailed attention,
when we have conguered the process of writing; we then
merely “wish ” a word to appear on the paper, and, lol our
museles provide the whole of the complex behaviour required,
in response to the mere general direction, wish, or thought,
given for that word—with all its component letters ;—we no
longer have to consider whether it is a hook, an up-stroke,
or & down-stroke, that is wanted ; habits formed long ago, un-
consciously guided by the eye, provide all the complicated
movements, in answer to what is hardly even a conscious wish !

But what a different matter, before we had attained such
facility! Do we not remember the time, when, as littlo ones,
our pen refused even fo make up or down strokes respectably ?
Did we not then consciously, with all our will and might—
with tongue protruding, from the unwonted mental straggle—
have to direct that floundering pen according to that so well-
remembered “ copy,”—which from its very perfection of line
and curve, seemed hopelessly beyond imitation ?

Do we not find 8 similar impediment in our Pen-speech—
and in our Tongue-speech, when we attempt to be fluent in a
Language, only somewhat unfamiliar ?

Yes, the act of playing, is a widely different experience from
the act of learning to play! Practically everything we learn,
has first to be done consciously; and also very often self-
consciously too! Only by habit can we ultimately succeed in
“naturally ” accomplishing the required actions. The greater
the talent, the greater the speed and the less the apparent
effort with which we learn, that is all. Pleying forms no
exception to this universal law.
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§ 7. The art of Tone-production itself can be acquired in
fwo quite distinct ways :—The empiric, é.c., hep-hazard way, and.
the direct way.

In the hap-hazard way, we experiment at the key-board
until we happen to hit on those particular conditions of key
and muscle, which alone will serve to give us each of the
chameleon-like varieties of tone-colour it is possible to obtain
from the instrument, and without which, expression remains
impossible.

Xt is possible to succeed in lesrning in this way ; bu to do
0, we musb possess a quite exceptionally good ear for fone-
Colour,' on eur that will instantly warn us, when we converge
towards, or diverge from, the tone-quality desired. . . . We
must also be provided with a Musical Jnstinet sufficiently keen
to detect the necessity for tone-subtleties in playing. In addi-
tion, we must have a keen musical Memory, to keep these
effects before us, otherwise the sound of the wrong tones will
assuredly blunt our sense of beauty and variety of tone-colour,
and will tend to lessen our desire for improvement in this
direction. We must besides have good healthy Muscles, that
will, almost without instruction act “freely,” ., in definite
sets; so that, having accidentslly obtained a right sound, we
shall be able, at will, to repeat the desired effect. For this
repetition can only be assured, if we have sucoeeded in mentally
noting both the aural effect, and the Muscular-Sensations acoom-
panying the mechanical consummation of the sound; for it is
only by having the pawer to recall these muscular-sensations,
that we shall be able to ensure the recurrence of the musical
effect.

Tt is obvious then, that fo leamn tone-production in this
way, needs a musically, an
Even assuming however that we do possess such axcepﬁomﬂ
talent, musically, aurally, and muscularly ; so far from their
<correct production being discovered, it may after all take us
years before the existence of the complete gamut of fone-possi-

- Borcoptign of the Jisinction hetwosn Tone-qulites; or * Claog-
e s o Tt BRovEARSE TARDALE propowed erming the
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bilities is even suspected, and we may altogether Iail ever to
stumble upon some of the most important or even simplest
varieties!?

And ven then,—how often is the “doing ® after all torgoi-
tenl No, to lewm in this way, is by no means the best way,
even for the gifted! For the ovdinary movtal, it is quite an
impossible way. Hence atises the fach, that so far, it has
Deen the specially gifted that alone have shown good colowr-
technique at the Pianoforte.

The other way of learning, being direct and immediate, is
far simpler =—

In this rational form of learning, after Tone-production of
every kind has been analysed, we must first learn to nnderstand
the laws that govern Key Trestment ; and we must then Jearn
to understand the natwre of the Muscalar-acts required from
us, to fulfl those key-requiroments.’

Kzowing what to do o the key, ond knowing also how mus
eularly to consummate such sz of the key, we shall then be in
8 position directly to stert forming these acts into habits of
muscle and mind. In this way we shall gain a true Technique,
in the widest sense of that word. Althougl this will not allow

 Much of that coufictof opinion, aud apparent contruition, we find be-
fween the upbolders of sival » el “apsgems. of platctore play.
(ad of singing | arises from non- oeebion of the act, that s st
Mﬁ.m artist, be he Pianist, Violinist, or Vooalist, nover restriots himsel o
single form of  touch” or one-production. On the con ary, e ud, that
he Constantly chauges from one tone-kiud to anather. It s Yhostly by’ sl
ieane,indesd hat he f Sble 1 SXDTCSE (hoks SubLIy-varyiog moods he
cetyes i the wusic he underukes o terp
ctliod “maker, on the controty, having dissovered one or other way
of attivay usiug the Phinotorte-key, or bumap-voice, lloms Bmse o be
wmisled jnto fancying, that that particalar w t methiod.”
Consequently he then decriss evetything that does not eppn 10 it s
Barrow views ; and forces his pupils % perform whole works with but on
tome.colour thioughout, varied merely i its Intensi
* his favolves the understanding of some of the clementary focts ot
yy anatomy, wad even of paychology ; o o cleer understen £ the
obvions meth o ot WBn wae ter etion Tovalves. - Back saden
Handiag, however, doss not rench on thass subjects beyond. thels mott cle.
mentary stuges. . We bavs to den, indoed, with Such elomentary, every-dny,
dncts, that upless these are slready fully \inderstond-—apart fror ihe Biano:
fort, rue **Baucaion” on the part of tie fudividal, oen bexdly be said fo
e began.
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us to tranclate into sound, that, which we do ot in the first
instance musically sez; yeb it will ensble us ab least fally to
express such modieum of musical-sense, as we axe able to per-
ceive.

Tn fact, we shall ind, that & great deal of bad playmg does
not arise so much from want of musical taste, or musical judg-
ment, as from wrong mental-muscular hebits; and that it is
these that prevent the expression of sense. Hardly any play-
er, excepting the very grestest, is quite free from such faulty
habits,

When suck faulty mental lor habits are
and are strongly fized, we have what is practicaily & * rained ”
Piano-voice. Such s case differs however, from the parallel
in Singing ; for in the latter case the instrument itself may be
permanently injured ; whilst & cure is always attainable at the
Pianoforte ; although it is idle to expect it, unless dead-in-
earnest purpose is forthcoming from both learner and teacher.

§ 8. Thres stages of acquaintanceship with Tone-produc-
tion are possible : viz.—

): We may be able to produce any sound we wish from the
instrument—sound of any kind, within the limitations of the
instrament, and at any speed of sucoession.

b): Beyond that: we may understand, shat are the actions
(of key, and muscle) that will effectually lead to such attain-
ment.

©): Still farther: we may KNow waY those actions must be so.

=i

a). Acquaintanceship, in the first sense, is striotly spesking,
no knowledge atall. All it implies, is, the ability to provide at
will every posiblo contrast; as derived from remembrance of
tho each kind
of effoct.

This may serve the Artist well enough; slthongh, even his
failures would be less froquent, conld he trace effect back to its
cause.
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b): Acqueintanceship, in the sccond sense, forms practical
imowledge of the subject—Lt signifies, knowledgeof the Key-
treatment, and of the musculsr actions and inactions that will
lead to each desired tone-result. Jt is the Teacher's domain,
8s it will enable bim to show and describe the means to be
adopted to ensure the appestance of each possibility of Con-
trast. Without such knowledge, ho cannot teach ab all, in the
rational acoeptation of hat word.

¢): Acgnaintanceship, in the third sense, forms practical Fa-

wlanation of the facts; knowledge of the immediate causes to
Which each effect Toust be traced '; knowledge of the Laws on
which ave based the Rules derived from analysis of successful
playing.
Knowledge of the subject, to this intimate extent, almost
trenches, it is trae, on the domaix of the Theorist and Scientist.
Nevertheless, it is wall for both Teacher and Artist to possess
it; for it will serve to give him asswrance, that his teachings
and doings rest upov. ascertained laws; and that he is mot
perchance following the merely arbitrary fancies of his own
Drain. He is then also safe-guarded from falling a victim to
such fancies, and to the many fallacies by which be is liable to
be carried away, without such definite knowledge.

§9. The O¥ject of the following work, is, in the first place,
to urge a more sexious, rationsl, and direct study of the art of
tone-production, and therefore of PLav generally. In the
second place, it is an attempt to provide the Material for
such practical study of the problem and its direct teaching.
Tt also proposes to provide some measure of Explanation of
the Laws immediately involved, put in as summary a form as
is consistent with clearness, It is therefore divided into Parts.
The first Part forms a short snalysis of the process of Piano-
forte Education and Plaging ; and at the same time attempts
to convince the yet unconvinced, of the necessity of the 7a-
tional study of the art. This part is followed by others, in

thm “ explapation™ i3 of course no more possible in these matters

of any of tho other every-day tucts of existonce. The very marrow
Hitiations o2 humman mind oo ‘with the Unknowable at every turn.
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which it will be attempted to give the necessary information,
in suecessive and logical steps.

Short and practieal directions, s o the various touch-ele-
ments follow; also, the exposition of & series of mentalmus-
cular exercises, independent of the key-board,—* Relaxation
studies "—by means of which the mecessary musculsr condi-
tions (visible and invisible ) can be most quickly uequired, and
subsequently retained.

T hope to follow this work, with others, dealing ‘more
minutely with the processes of Practice, Performance, and
Teaching.

§10. Much tantology snd repetition, will be found in the
following pages,—and no doubt many other literary sins! As
my endeavour is, to form a usg/il, rather than sn ornamental
work, I do not hesitate to saerifice all literary exigencies,
whenever my pedagogical experience prompts me to do so,
for the sake of the student.

Bxperiment at the key-board, and away from it, should ac-
company the reading of the letber-press. This will assist in
the understanding of the mabter put forward.

CHAPTER IL
THE PROBLEM OF PIANOFORTE TRAINING.

§ 1. SvccrssFUL PRRFORMANCE, when snslysed, is found to
resolve itself into the nice combination of o guite distinct
processes:

1. The purely mental® procsss of apprehension and conception
q/'the Music to be, pwfumwd und

L. The

s, of wch
csptwn to others ; s being dons thuongh the physical aot of

The tgrm <menial» f here aped o signitylng < smanatig from the
[t therefore includes musical emotion feeling, as well as lnh:\-
lucmnl perception.
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producing the requisite sounds! from the instrument ; a phys-
ical ack consummated through the agency of certain of our
Timbs against the Pianoforte-key.

Both of these processes must be successful, if consummato
performance is to result. The first pracess implies ¥USICAL
TisiGRT on the part of the performes—musicality, musician-
ship.

The second process implics special Instrumental-Tnsight and
Attainments on his part; the art of periormance proper. Ex-
RODTANTSHIP.

To have something to express, implies imagination, inven-
tion. To be able to communicate it, no matber whether in
English or in Hindustani, or by means of the Pianoforte
ivories, implies conquest of * Techuique ” in the real sense of
that much-misnnderstood and much-abused word. Mere knack
in scampering over thekey-board atia grest Tate, or playing very
Toudly or softly at will, is but a very small part of Technique.
To have good Teclmique, means, not only being able to do all
that, but to be able to do a great deal more besides. For it
means, being able to provide all possible tone effects of which
the instrument is capable; and the capacity to apply these iu
the best of Taste. Technique itself hence implies : knowledge,
judgment and imagination; as well as the physical habits that
will enable us to obbain from the instrument the tones required
to build up the imagined musical odifice

"By < sequisit sonnds- i not meant morely  the 1ight uotes,” bt also
inds 10 forcs hose eguisle tone ot by mean’s of which
alone, m\mm ceise can bo made evident to the L
manca cag only uppeal 1 v, Uroueh Lhnmedmm of Contr
o Ccontrasts of Dl oF sote-aonibhansion  hesmony }; of e puins
and it divisions; speed of logremest {ompe) 1 o Tos puoiey Qom0
Guration, Tt 15 owing 10 his BAving tho power io ohoose GiNerent Guptees
d combinations of thcse, that tha real ATst is able 10 affect us,
LS eTeRything else, s pertormance Iy necesslly buit up of wleimate
These ultimate units, in the case of a musieal performance, consist of
individual sounds, or “motes” Every one of these meccssarily s
s distinet infueico on shs efectof tho Whate, Hense, in performance, fora
1 sl thing 55 ot of no consequence Tor Uhe lackasoonted note de.
s quite as much eare in performsace as the moat accented one ; botl will
eually ruin- the resuitiog Monslo-pictute, 1f mot Kbt in hels Flace,
note taust therefore enter at the procise Time place, and must be of the
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§ 2. Moreover, it is nob enough to be Musicians and Ex-
ecutants. It is not enough to have the ability to see musical-
sense, and to have ability fo execute it, but we must not forget
actually to use both those faculties at the moment of perform-
ance, For there is a vast difference between merely heuring,
and really lisfening. It is the distinction between merely
sounding notes automatically, and sonuding them with musical
Purpose.  As performers, it is jush as futile to imagine the

musical end in view without purposing its fulflment, as it is
to purpose the fulfilment of mere sounds, while losing sight
of the fack that they should fulfil a Musical Aim.

Tn a word, both musical and executive A#fention is required.
(Vide Note 1., Appendiz.)

§ 8. We ourselves cannot be conscious of giving such at-
tention at the time, if it be really successfally provided. Ob-
viously, successtul attention implies that our whole conscious-
ness—our  whole Body and Soul "—is taken up with musical
pereeption and jts translation into actual sound. We thevefore
cannot also use our consciousness ab that moment to analyse
that very act.

Tf, however, we possess the power of mental post.analysis,
then we shall be able clearly enough fo realise the naturo of the
attention required from us.

Having realised its nature, we shall then, vico verss, also
be able to instruct, stimulate, and compel ourselves and others
%0 give i3

exact duration, tone-quantity and quality, that will best fit 1t to fulfl its
wission.
imentis honce required o ench und overy note, We shal e Tter on
that 0eh Jodgment oun 2uly bo derived from pereption ‘music ;— Fmo-
nal perception, nn ot porception. . Faom oo oroeptiin wow
e menbcion or - asmncion s Judgmont that every note demands Tu per-
Sormance, 3t ¢ svall projesly it into e pictur
ny Aviste, seltunalysis seetus otally denied. Hleace, such
cecoguize the procassés of thelt own, aets, botl mental or physical. Tatend,
e aing \aoras e ) properiy, nowiedge of the procs appoats ueless 13
ueh, and may be 80, in some e FLis is the reason why artists, as &
n.le, sttty sesont the morgiden of - atention” O execucion” 3 since the
¥ fact of their giving such good aticntion prevents their personally becom-
Sng aware of the ot - This 1 alsd the rewson why most artiaia prove them.
selives such fndifferent teachers, although they often do stimulate (as Liszt did)
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§ 4. This dnal aspect of all Performance spplies equally
t0 all the Arts; simple or complex. An nct of conception, and
an act of execntion are always implied: Ability to provide
those acts, and Will to spply them af the moment.

Definitely o express even the simplest shape, our mind
wast will the doing ; must first successfully grasp it—imagine
it, and raust then by means of successful mental and physical
tochnical abtainments, express it.

It applies to every word we write, even to every letter
forming each word; and it applies to every note we play.!
For instance, if we would delineate on paper, even so simple a
shape of definite proportions as a triangle, it is evident that
ouwr imaginstion must first vividly picture the extent of the
lines constitufing it, and where these lines shail meet, before
our executive faculty ean begin to draw it. The necessary ex-
ecutive attainments here consist in responsiveness on the part
of our muscles fo the mandates of our inner sight—a per-
ception gained throngh training and expericnce

True, we may “let our pencil wander over the paper.” But
it we really do this without previous mental picturings, then
the resulﬁ will be mere sanbblmg. Exactlv analc:rous are the

Its arising from Iy guided
ﬁnvezs at the Pisnoforte; they form mexe musical serib-
in,

§5. Heve it will bo as well at once to endeavour to show
what it is that t it
is that constitutes « Grip.” (Vide C}L/Z)L IV.,$§ 10 and 11.)

The same laws apply to musical perception as epply to

by their exhibition of unbounded enthusiasm. _Obviously, as we cannot show

Soibout soptows comstions algmion Gcectad upos tie
+ 10 ack 4 comes to 115, Thst wo have practieslly 1o project sn fmagined
{hape upon e paper, 04 £ fut pon o mseles Fl8Ig the s thus
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every other kind. All perception, and all knowledge itselt,
being purely relative, it follows that it is only by Contrast that
we can perceive; that it is only through its conrast with
something clse, that we can become aware of anything.

Tor instance, we can only realise a solid object, like the
surface of o table, by ity contrast to the surrounding ai
Moreover, both our sense of touch and our sight will only in-
form us of the Point of Demarcation between solid and aix,
is only the surfase we cen thus become sware of

Now, if we wish dafinitely to perceive even one note, it is
obvious that there must also be some such linc of demarcation
—or surfave |which can be appreciated by our Ear.

This we find to be the case. For to the musical ear there
is & perfectly definite point, s mentally solid fach realisable;
and that is, the point of demarcation between Silence and
Sound, when each sound actually commences to issue from the
Pianoforte. Tt is just this line of demarcation, this point, this
tone surfuce, that alone can give us the opportanity definitely
to prejudge, pupose, and in consequence, definitely to per-
form any note. (Vide Note I1., Appendia.)

Notes, thus definitely meant a5 to time, can then be grouped
together, first to form minute Shapes in the way of idess and
motives, then whole phrases; then the smaller and larger sec-
tions or contours of a movement ; and finally, into a complete
and living organism,—a Whole musical- work.

“Shape,” in porformance, therefore eventually resolves itself
into Ravnins, both in its narrowest, and in its widest sense.
The constituent afome (the single sounds) must, each one,
have its definite place in the scheme of the Whole, if that is to
be satisfactory. To enable us to succeed in this, the work as &
Whole must constantly be kept in mind,—whila yot, for the
sake of it, carefully placing each and every note at the precise
time-spot thus dictated ; and nob ouly that, but at the exact
fone-amount—snd more important still—st the exact tone-
quality thus demanded. Unless this be accomplished, the
resulting music-picture can neither be homogeneous, nor
perfectly harmonious, nor just in its outlines; while the
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expression of the emotional-import underlying these mere
shapes (populaaly mal-termed “soul *) obviously remains quite
impossible.

§ 6. Tho measure of our success then depends absolutely
on the degree of strength and pexfection of the necessary emo-
tional and intellectual conceptions formed. T also depends
upon the acearacy with which our executive ability is able to
translate thess mental pictures into physical fack.

At first sight, it seems pure supererogation to have to
insist on suclt self-evident facts. It is however most neces-
sary to do so, for the grossest misconeeptions of the whole
problem of pianoforte practics and teaching arise directly
from faluzo o grasp this pressse  that i two prosesses of

and of atisti are quite dis-
iy accomplishments; and that therefore, good Execution
is by no means » necessary consequence of good musical Per-
ception.

To sumup: it is clear, thot Pianoforte-Education must
needs consist of two perfectly distinct branches: a), that we
must learn accurstely and vividly to use our powers of Per.
ception ; and b), that we must learn as accurately o translate
sach pemepmns into actual sound, .. -

I): We need emotional and intellectual training, suﬂiaenb
to make us Musicravs ;—and thus enable us to “ attend *
sically.

II): We need artistic and physical training, sufficiently to
make us Execurants—and thus enable us to “attend” ex-
coutively.

MUSICTANSHIP :—

§7. Both the Musical Imagination snd the Judgment
must be trained : such musical imaginative-power as we hap-
pen to possess, must be trained, to enable us to be vividly im-
pressed by the Beautiful in Music, and to enable us o realise
{the buman emotions that the composer endeavours to convey
to us through the medium of music-langusge. Without such
emotional appreciation, all modem music remains a sealed
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book.—And Bace and Mozart ave us intensely  modern ” in
this respect, as is WAGNER!

In addition to training in emotionslappreciation of munc,
training is also demanded in the
sousio-Matter faolt. Tt ia ouly by this smeans that we shil bo
enabled to perceive the shapes the composer has employed
through which to express his fecling.

This involves training ibat shall ensblc us to perceive
¥ome Form in its frue sense, not merely in the restricted,
narrow and conventional sense, but Form or Shape, from its
largest manifestations, down fo its minutest details ; Rhytim
primarily, manifested aa this js, in the larger contours of move-
ment as Cfimar, and through its smaller sections, down £o its
component phrasos and constituent ideas.

Tt involves, also, training to enable us to understand the
material from which these shapes are built up :i—the contrasts
of Pitch, of Duration, of vertical note-combination (Harmony)
and their j and the re-
cognition of the ornamentation of these by passing notes and
suspensions, ete.

Appreciation of ronsical Form, Shape, or Rhythm, in this
sense, is a purely intellectual nct. Education in it, is there-
fore comparatively easy.

Appreciation of emotion in Music, on the other hand, is &
more difficult matter, for it depends not only on appreciation
of the Beautiful as Music—on inner “eax,” but it depends
also on Fecling—in the sense of human sympathy. Education
in this direetion, though possible, is fax more difficult, for
the requisite “understanding” can only be obtained by a
training of the faculty of human insight; through contact
with and interest in our fellow-oreatures ; through the multi-
farious experiences of u rich life?

A musicn] buidiog (or Form) if well proporoned both in its lorgest
as In its smallest dotails, will be perfectly good, even if the particalar * for
1 Uiken o Ghte Bncodvantionl. and hag hever hefore been emploged. We
must have shapelinoss, but it néed not be mere copy of the tested and ac
cepted |
*Refer to Nots VI, Appendic.
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EXECUTANTSHIP :—

§8. We must remember that Zachnicol- Ability merely sig-
nifies : ability fully to communicate to others, that which we
do musically see. “Tachnique” signifies just that; all that,
nothing beyond that, but also nothing less than that.

Hence, however great our capacity as musicians,—bhowever
keen and intimate our perception of musical sense ; the power
of communicating snch peroeptions is sbsolutely limited by our
capacity as Executants.

§9. The Intellectual interest of Music is made evident in
performance, by cleatly showing the musical “shapes”—the
musical architecture.

The Emotional effect of Music, on the other hand, mostly
depends upon the use of Tone-Colouring.

Performance cannot bo clear unless the musical shapes are
olearly seen and shown; whereas “Fueling” can only be ex-
pressed when Tone-colouring is employed to vivify those
shapes. This can be intensified by Time-solouring—the Rubafo.

By “colouring ” is here meant not only conbrasts of tone-
_Amount, but contrasts in that far more important department,
that of Quality’

Evidently it is range of « colouring "—range of contrast in
tone-kind, that constitutes the most important item in one’s
technical equipment.

The proof of this is: that this very item is the point that
ruost distinguishes the Technigue (N.5.: the = technique”) of a
veally great performer-aatist from that of the less great; for
his range of tone-shadings is far greater; his distinction be-
tween shadings far more subtle.

This also holds good in all the other arts: in their partic-
ular way.?

yThers e some who evea dony the very exftence of tho fact, that varity

Tone-Quarry can be produced from the Pisaofortel The explanation
is obviou3 enough. _Bither, they suffer from & physical disability which pre-
vents thelr discerning such contrasts; or they have never happened to dis-
Cover o Doing.  Potaiby, they may never Lave expertinented on an Jasiro.
‘ment sufficiently good !

ot instance, while Shakespeare 13 generally acknowledged to be the
reatest Lierary ginnt, L also diupiays the Lrgest vocabulary—the largest so-
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§ 10. Executantship or Technical-ability, when analysed,
resolves again into two very distinct accomplishments :—

1): Avtistic-Judgmnent pianistically, including also pulsa-
tional-judgment.

IL): Mastery over TiE AT oF Tone-PRODUOTION.

§1L The torm “ARmiSmio Juvcwmn” as here used im-
plics i—

1): Enowledga of the whole range of instrumentsl effects
and possibilities ;

b): Judgment to enable us to seleot precisely those in-
strumental-effects that will most fully convoy to the hearer
the musical emotions and shapes which our Musical-faculty
enables us to see ;

©): Ability acousately to gauge TINE-LAYSE, in the minute
apportionments requisite in the passing-by of the tone-pic-
ture. This last involves training the Pulsationalsense to a
degree of efficiency.

§12. Pulsational-training does not form special training
for any particular instrument; manifestly it is needed for

every kind of musical performance.

It is & training that will enable us vividly to recognise
Time-Place in s regular succession of small Time-distances,
such as are covered by bars and their divisions; that will en-
able us accurately to judge the “Time-place” for every note
filling up such comparatively gross time-lapses; and will en-
ablo s also to reslise those lerger pulsations of Rhythm built
up from the combinations of bars, and even phrases.

Pulsational-training, it is, that will enable us to watch time-
pulse as a living fact, when we have once started some partic-
ular swing in our mind; thus enabling vs to keep such train of
Pulse vividly before us, while we proceed to fit our perform-
ance into its inexorable Luw.

Moreover, it will ultimately enable us to recoa-nise and re-
wnmcm of word-shadings. In the same way we find %fe

m xel: ‘the more complete is his use of the f\xll g:m\lt of hurmunlc

She freser the tange of bis Thythmical contrasts.
te 12, Ay

possio
" Vite sgsin
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assert such recurrences of Time-division, even when we choose
to deviate from their straight path, as in that higher exhibi-
tion of Pulse and Rhythm, implied in the Resaro.

For true Rubalo implies that we dave not lose sight of the
inexorable Pulse, even when we do choose to omit direct
reference to it for a while.

That is: althougl we muy, in obedience to our emotional-
sight of the music, elect bo make our periormance either lag
behind or press in advance of the relentless succession of
Time.beats, yeb we must continue to feel the persistence of
this same Pulse, 50 that we ean resume its sequence as if it
bad been unbroken. Unless we can succeed in this, we shall
break instead of “bend ” the Time; when the infallible resalt
will be, that all Uontinuity in the composition under interpre-
tation will be hopelessly broken-up.

Rubatois then, an ofthe
that enables us to Zond the lines of our performance shape-
fully, while not impairing their continuity ;— bending, with-
out which truly musical (as the converse to merely mechan-
ical) performance remains unattainabie; and without which,
all real emotional effect must remuin luipossible of full reali-
sation.

§18. The other two items constituting “ Artistic Judgment,”
do however require much special training. Training as dis-
tinet from general pulsational braining, as it is distinet from
that of general musicianship. For we must have special knowl-
edge of all the effects —MEANS OF EXPRESSION, of which the
particular insbrument is eapable;' snd we must possess the
judgment and taste that will enable us to select precisely
those means that will best convey our musical sense.

Such training is o be obtained :

%), by listening to the doings of good players, when one
has learat how to “listen” ;

Including its capscty of coniras i esory wag coof forte with piaeo;
legato with staccato; ‘* sympathetic” tope-quality with the * hard ” variety ;
Accentuation, hath by means of Tone, apd by means of Time;—in l WnrdA
the wholo reslm of phrasing and *colouring.”
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b), by oneselt experimenting ab the instrument, and profit-
ing from such experiences ;

©), by the surest, and most direct method, viz., by taking
advantage of the guidance of a teacher; always provided, such
teacher himself fully possesses not only the necessary knowl-
edge and experience, but is also able to communicate it.

§14. Thie Art of Tone-Production.—DManifestly, our power of
communicating the verdicts given by our musical foeling and

, and by our artistio judgment, is strictly limitsd by
the extent of our power to make the mstmment respond to
our wish with exactitnde, and in the en

In other words: any axtisticjndgment, musicianship, or
feoling that we may possess, must perforce remain mute, tn-
less we also possess shility to draw the sonnd-effects, thus
dictated, from the instrument; and are able to do so with
aceuracy and with certainty.

Here we are face to face with a training, special to the par-
ticular instrument chosen. It is this special training—this
latter section of the Executive side of Playing—the Att of
Tone-production at the Pianoforte—the very Basis or Exprms-
stox—with which the present work proposes to deal.

In the next chapter, we will a little more closely consider
what is meant by this “ Axt of Tone-production,” and how this
art is to be acquired!

! The unculivated ear often fally to istinguich betyreen good and bed
tone-production. There are plenty of minds, otherwise al” who yet
Seeta, quity.content t Requtence 1 the rawest of onp qualites, and paucty & i
arioty. No douht this arises from ignorance that there is something bette
be obinined from the instrument than what the ustoned to-
th 1 oo doub that tose fu, vhoase enlly very highly gifiad executively,
areno vith uch raw tofies but thot they do siive might snd main 1
munoverlhn s O BooR ey a oompesrignco Sf Hlscomfart auaed 1o helr
Hence, sl the nopularfnvlwy(WDuln oven amongstmusicians)
that beuciful ES pmd . nocessatily demotes “ musicality ™ on the per-
former’s part. Up-io now, owing. 1o he prevaiiing ignoraice of the
whole subject, it m peen only 'the few gificd ones, who have errived at
beauty and vatiet
204 tone-prouction i not to be measured by mers guantity of sound,
Mere noise, and Tone of good valme and heanty—and conseque
PO, are o quite diincs hinga.
sy & stres-singer mukes planty of sound-—of a villstaous description t
We' sometimes even hear performers in the Concext-Toom, who sing

sical
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CHAPTER ITL
THE PROBLEM OF EDUCATION IN THE ART OF TONE-PRODUCTION,

§ 1. No effect can possibly arise from the inshrument with-
out a physical cause. Being caused, there must be laws that
determine esch effect. Every possibility of sound-quantit
guality; and of continuation—of legafio and staccato; and every

ibility of speed in note ion—Agility ; all must rest
on physical facts.

Moveover, that these physieal facts with regard to the K&y
may be fultilled, again absolutely depends on our employment
of the requisite muscular Conditions ; conditions of activity and
of relaxation.

i.c.: When the exact Treatment needed by the key is fulfilled
for each possible sound-effect, then only can each effect result;
but these possible different treatments of the key can only
be fulfilled by the employment of Muscular-Conditions, each
correspondingly different for each sound-kind ; muscular-con-
ditions, meny of which give no evidence of their existence
%o the eye. The needs of the key must be fulfilled, but these
must be fulfilled by our muscles in the easiest possible way.

Tone-production, in & word, is the art of drawing any kind
of sound from the instrument at will, in chameleon-like vari-
ety ;—any gquantity, any quality, momentary or sustained;
and it lso includes the problem of Agility.

"Tone-production is hence a question of Mechanics, Physics,
Physiology, and of Psychology too. It is an art that does
not zest on mere “rules,” mostly st the mercy of taste—like

bly, but are nevertheless accapted by a section of the public, owlag to the
‘pregence of sensationally enormous voices !

Likewise at the Piacoforte, it js pot diffleult for ove gitted with a good
“Plano-voice” 10 stix up (ho &ir {and our ears) swith masses of sound of &
kind, and also to gatn considerble facility in agifity, twd to do this in spite

energy, and misapp] 2 good " volce,” st ot be allowed to confuse
the sl question at issue . that good nproduction will ensble even myiurally
$o0d * voices " to sucosed incomparably betier than they could do without it
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those of language, or of harmonie-etiquette ; for it rests on
physical Luws, inexorable as those of mathemotics.

The art of tone-production implies implicit obedience o the
lows that govern sound-excitation through movement of the
Pianoforte-Key ; an Art, not perfect, nor ever possible in some
divections, unless we are able musculmly to fulfil these key-
needs in the easies! possible way.

§ 2. The laws of tone-production spply equally to all sorts
and conditions of players.

For 5 tone-production absolutely depends on accurate obe-
dience given to the mechunical, physical, and psychological
laws involved, it therefore follows that such laws, being inex-
orable, apply to all plagers, no matter how much they may dif-
fer in muscnlar ox iz musical conformation.

These very laws, indeed, also entail slight modifications of
activity and of Position, with different sizes of hand and finger ;
and differences of size and weight of arm.*

§3. The idea that there are * stiff” hands and fingers which
have to be ground down fo suppleness by interminable exer-
cises, is also mostly based on fallacy ; exceptin those rare cases
of incapacity through rheymatism, cte.

“Stiff” wrists, “ stiff ” fingers, are as a rule, merely the out-
come of incorrect musoulor sction—impeded action.
Action impeded by the unnecessary, and harmful associated
action of the opposite muscles?

Some people naturally possess muscalar Tnsulation, as it
were. Others will make ten times the necessary effort, even
in such familiar actions as Taising their hands to their bats!

It is such so-called “stiffness,” ie., restrained-movement
and action, that divectly prevents many s Student and Axtist
from attaining good Pianoforte Speech.

* Correct “ position ” of the Jimbs emploed is almost a necessar,
quence, when the correct conditons of muscls ore fulfiled,  The corveise 5
Towever by no menns trae. For it by nio means follows that * correct posic
tion ™ necessarily also entails cormeet miseular activity snd naivity; aithdngh

the current ‘cause nad effcct)
with regard to Pianoforte-techmiqu

e e awaven foey sapa from s ignorance of tho naturaof the
Rey's mechanism,—and its laws of treatinent.
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Not only does weak and bad tone result from such bad
Production—tone, bad both as to quantity and as to quality ;
but agility, accuracy in Jegato and staccsto, and accuracy
even in Time and Rhythm itself, all seem almost impossible of
attainment under such conditions. (Vide §§8 and 5, Chap. IV.)

Whereas, all bacomes casy aud cerbain, a8 soon as the mus-
cnlar and physiedl laws involved are strictly obeyed.

§4 Those who are naturally gifted with such muscalar
“insulation.” easily scquire facility in that depsrtment of
Tone-production that gives Aemrey,—technique” in the
popular but false and narrow acceptation of that word.

Such, nlso easily acquire facility in those other, but far
‘more important departments of “ techunique,” in its proper and
fuller sense—facilityin providing Tone-Varieties of every kind.

Such endowment indeed forms both Talent in tone-produc-
tion, and “ Finger-talent;"—an endowment quite distinct how-
ever from the one that enables us to attain a really large tone
at the Pianoforte, and which latter therefore forms what may
be termed a good Pianoforte-Voror.

We must not forget, that such endowments are moreover
pertectly distinct from a Musical-talent, however often they
may be mistaken for such.

Tt is evident then, that physical endowment for the Piano-
forte is as divergent as that for vocal performance, and that at
the Pianoforte we may evince a naturally large “voice.” This
dopends on the actual size of the Arm-muscles, ete.—that is,
provided these are thoroughly * healthy "—i.c., easily “insu-
Tatable” and easily fully relaadle.’ For it is the amount of
Arm-weight we can set free, that forms the possible extent of
our real volce, in “singing” tone-quality, at the Pianoforte.

Really complete relaxatlon muy possibly be physically unattatnable,
peﬂm,ps ‘even undesirable, pu.lmlng'icn.\ly m.mdmd Dut the térm thoroughly
conveys, what hes practicadiy to be striven for, it is the completest pos-
sible Relazation of all muscles that should be vu.swe, that forms the re:
“.ecret” of al go0d tome-production (nclnding Agilty) at the Pinnoforts i
Just 83 u is the secret of beunty of tone at any other musical instrument—or
lndnzd ‘good musenlar toehnigue applied to anything els

e.
o e cvens i DEsssnre spsten of geature, which evi
dently rests on the satae trith a3 2 bus



EDUCATION IN THE ART OF TONE-PRODUCTION. 28

Now a properly produced Voice * carries” well, and sounds
fuller, thon a badly produced one. Precisely analogous is the
case at the Pianoforte; and it is astonishing to most people,
howlarge is the compass of contrast of which even the smallest
Pianoforte-voice is capable, once the problems of correct tone-
production have been mastered.

“@Good” tone-production hence signifies: that we do make
the best possible use of such “voice” as we may be endowed
with; that we succeed in fully employing, and accurately
directing it against the key-board.

§5. We learn from all this, that facility snd education in
the art of bone-production, rest on. two distinot kinds of Knowl-
edge and Attginments :—

a), We must understand how to treat the instrument ; and b),
we must be able to provide the requisite muscular conditions to
enable s to fulfl such treatment.

Edueation in Tone-production hence divides into the two
departments :—

1): Instrumental education, and

L) Muscular education.

§ 6. We will now consider these two departments in slightly
Farther detail:

INSTRUMENTAL EDUCATION: This implies, that
wo must learn thoroughly to understand the nature of the
instrument, and the conditions under which slone it will
respond to our wish.

is.: We must lean thoroughly to understand what is the
nature of the particular froatment the key demands for each
and every sound-kind, and shading ; since it is alone through
such difference in trostment that each difference in Tone can
be induced.

§7. MOSOULAR EDUCATION : This implies, that we
must scquize, and st subsequently form fnto habif,all thoso
different sets of 1 (of sctivity and
which alone will best enable us to fulfil these differences in
key-treatment, essential for the production of each difference
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in sound-shading. For wo see, that ss contrast in sound can
only be induced by contrast in key-treatment, therefore, to
secure such contrast, the muscular conditions must also in each
instance be modificd.

Such habits of muscular-combination, must then subse-
quently be associated mentally with their results in Soup.

Ultimately this will enable us to provide these muscular-
conditions antoraatically—in dérest l?cspome $0 each stimulus
from our musieal imagination and judgme:

Tn fet, we cannob be said perfeetly to possess “The At of
T duotion,” wntil such
in accord with every musieal wish that e ey feol; thot I
until Muscle uneringly responds to the promptings of Mu.
sical Feeling.!

iers Te must st oslse (consciously, or wgconsciousy) oo e must
swuslorty e in opler o obiaiz e1ct positle efet, from the instroment
thro o Tiing soosentelly Lt 16 provide tvg musciar ped.
et iy Sive T iont vy seamanty 1t S00L remmalos nacoseary 5 fovmn
those muscalsr-conditions into Haw

“Habit of this kind, must be o strong, and of such naturo, that it will be
e into nction ‘slmply by association of ideas ; so that the mere imagin-

wad shading, will aajomaticaly prompt its muscular realisation—

its ginynux reulisation through the key-

e ot shsays oo, 3 v the requidite mugeular-babits are
thus formed for each sound-shading, it remeins Just as e to allow the
masially-artisio mind fall smag, 4 1t semaius fmposy o convene freely
in a language, the eh Bave will to he summoned up by

us act of volitio
In fact, that we must 1ot rest, until Feeling is able to prompt action, ap-
Jies withequal force e, us 1 other forus of Conquct,  For it s Fecling

Cocatuslly that ucts s the ‘great motive force o conduct, words of
quotaton from it gresen o Eoglsh philosophers Hanane Srexcrs, wil
Drove of secvice in this connectian.

og de colatonship of Fecitug
*od Confuct, he says: I s never the Knowledke whichis the movin
ags the fecing which goes lon it that heoglelge.

The ruth thes rocklseneds btings ditrse, fully acknowl-
e “The mere cogaition

‘verbal, inio a forw in which this term of the proj
vivid imagination of distress_—a mass of painful Tedtog.
with condugt of eve:
 Already wvo have seen that the counexion is hetween action and feeling ;
and bence the corollay that oxly by frequent passing of feeling into action,
s the tendency to such action strengthened. _ Just as iwo ideas often repent
o ortain oFder, bocorae coherea L5 thatavdor : o fuo a5 medsctLar mvionis
at first dificult 10 combine properly with one another and. the guiding percep

n s developed fato 3
Tt da thus
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CHAPTER IV.
THE PROBLEM OF MUSOULAR EDUCATION.

§1 Training in this latter bronch of instrumental edu-

the e of the requisite

Muscular.Conditions, is again & twofold problem: consisting
28 it does, of bwo distinct Sreps

Step I+ We must gain the requisite Mimszar Mosovas Ds-
CRIMTNATION.

i6.: We must learn mentally to distinguish the muscular~
conditions that a7 necsssary, from those that mpede the de-
sired result in Tone. In s word, we must learn to provide the
activ'ities wished for, and o others?!

II.: We must learn fo APPLY these correctly discrimin-
amz Muxcuh’rwndmm to the KEX-BOARD.

i.e. : We must learn ACOURATELY o s the Commencement,
and also the Cessation of the correct muscular-operations ; and
wo must accurately gauge their degree, according to the
“needs of the key.”?

Hons, become by practice fucile, and ot 25 ring
progetion of any cond\mt by its plommi r§ emouan mku Tt ondocs et
atively Not by precept, thou; daily example, uless it
o Tollowed s bat ooty hy Sotion, often cansed e s Toming, con

formed.” Aud yet tis truth, hich Mental Science
clearly teaches, an ith familiar sayfugs, is truth wholly
Sanoroa n curent education Tt i Brady S Soctlogy. .
859, 367.

} Prdtioaly, evon tho shmplest movement ot st eeds
complex st of co-orinated mscls setions and oo tor e TRt
Wit we lave to 0 Tearn to obtaln just the needful and complete mus-

¢ interpretation desired for the term, “ mental-

1322

Jax-proc
musenlm‘ Giscrimin

p L):
pariquies ek of musuummmg?au‘ (active and paseive) which il st serve
fo induce each one of those different modifications of key-trontment (both dur-
possible varicties of tone-
Quality and Quantity ; and of Duratign ; ), those modifications of muscular.
Conditlon that will bist serve towards the aiisiment of AGILITY ; and o),
thoss that sl best provide the requiito lde-to-sde movementsof Finger,
d Arm, whioh emable us to bring the Finger-tips over the Tequir

"S5 rogards Stop IL): Wo must leam to guige and time these muscular-os-



28 INTRODUCTORY.

§2. We will now consider a little more closely the process
of education implied in these two steps.

The first of these two steps, the acquisition of the requisite
‘mental-muscular diseriminatory power, dealing 28 it does with
the power of distinguishing between the desirable and unde-
sirable Muscular-conditions, is nob really special to the in-
strument.

Most of such requisite discriminaory power can there-
fore primarily be acquired, away from the Pianoforte key-
board!

In fact, in many cases, it is a distinct advantege thus to set
about its acquisition, since, sway from the instrument, there
is not the same overwhelming asscciation of ideas which re-
call any WHONG HABITS acquired there; and thevefore the im-
pediments to progress are mot so groat.

§ 3 The process of scquiring such requisite muscular-dis-
criminotion, whether at the key-board or away from it, is one
of ELnvaTiox. That is, a process of elimination of the non-
required activities; & process similar to that by which we
acquire the muscalsr-habits of our daily lives.t
certons and Iapses so that ﬂmy shall b« accm.\tety npplled w thu purpose i

ew ,hlb e Tequirement 42 4,6,:—a) st learn to
ime ther 0 COMMENCE upon wnmn i e key, and na ‘bafore ; %0 that
Thare. Shalt b o Waste uzd n-Accuracy caused by concussion against that,
surface ; b): We must learn to nm: thiem to CEASE the very instant they
have cm‘nplrzed Thelr duties against the key—so that the Energy set free by
the scles shall fulfil its purpﬁse in makiog Sound only, and shall not in-
Stead bo wasted (and worse than wasted) against the  pads nder the ey ¢
‘We must learn similatly to gauge and #ime the re-mentioned horizontal
‘moyements of Flager, Hand, and &rm, so that we may with serfos ity always
fnd mh xequ‘md ‘notes, —luv-mg already learnt to make the requisite move.
eyt themel

e purpose of wq g hose dlementary - muscular disoriming.
tioms™ o et of < Relagation “oescisss il Part

o
quired at the Key-boord. They can be practised a1 asy odd motnents Gring
each ey, us they require no Key-bonrd ; Tanilierisy with tho heeded musoulns
conditions can thus be both nived and vetsined, and the muscles kept * fn

andin.¥

Arp
o staxt life, we have hardly amy power of muscular-disorimina-
tlon. We begin by kicking-out legs xnd arms, n our efforts to attain Some-

oy Thgse “Belazatlon Stccls” bave stace boen Juldied 35 & sepurste work by Mosses,
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§4. Tt is by such process of mentalmuseular elimination,
that we have to learn—

a), to distinguish the required exertions of each separste
portion of the limbs 3

b), to provide these with perfect freedom,—ie., with elimi-
nation of the opposite musculsr-activities ;7

o), to learn promply to cesse the required exertions; so
that we shall, when at the key-board, be able accurately to
airm the force set frea apon the key, only towards the produc-
tion of Sound.!

§5. The muscular nctivities and in-activities required,
morcover produce two distinct classes of effects :

9): Those that provide actual Movements, and which there-
foxe become Visible ; and
Those that produce Stresses and Tensions, without im-
medistely causing any movement, and which therefore remain
quite Fuvisible.

Of these two classes of effects, by far the most numerous
are those undiscernible by the eye.

thing, Tt is only by degtees that o leurn to diminate legmgvement when
& wish to move an arm ; only after much experimental failure, that we
Jearn, suficiently to eliiigute wropg muscular Acivicy, ingle
detnite movement of one inb; we feqire il onger eperence before
can defaiiely aim such movemeot.  Tor instance, it s oy gradually that we
learn to ds & Spoon into 0ur Zicuths, and not lato our oWn, or our Turses
eyel thea learnt to distinguish such already complex muscular prob-
Jims, we Tears in course of ey even to 1ocate the dcrivity of ane Aoger from
another,

w far are we even then from using each Finger, Hand, or Arm,
ot 1 Boagot s ot the decass Ehudimgs of museuar-condition requircd at
Tie Pianoforte Tomain. impossible of sifainment, unjess cach uscalr con-
aition can be thus provided sbsolytely writhout et

paricalsr leat that malio for el quick scquidtion, bus alveady
been aiinded 0. | (87, Ohap. £ g Vide Note 17, dppendic)
> Many people experience gréat dmcuny in thue providing one set of mus-
autar ‘exartlons, while eeping the oppovie sek pusive, Ae alresdy sltuded
it is just to such mpeded museular-action, that has o be attributed the
xperionce of - giffess, elumsisecs and geners] diffeally of move-
ments 5o fatal ol playiog.

Tt fs indeed in s
1o which o i ohben Tabe et wm ot Agﬂxty.—so B vy st
to “ovuflefent practice”; and to which we e

o Tone ook of Daticgy, wnd laek o subﬂe&y in Tone-Shading—in 8 word,
of ExrREssioN so lsnentably prevalen
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§ 6. Tho problem of directly teaching the particular
muscular conditions that do provide visible result in the shape
of movement, is comparatively simple; deseription, example,
and imitation suffice, provided absolute “ireedom” during
movement be nsisted wpon.

§ 7. The problem of directly desling with the Tnvisible
ones, and their omission, is however moze difficult; indeed at
first sight it would seem almost as difficalt es that of directly
teaching those required it vocal tone-production.

This, however, is not so. Fox these invisible activities and
relasations can be deseribed and shown, in the first instance,
by permitting movements to resuls from them; having thus
been leamnt or teught, they con afterwards be applied under
the slightly altered cireumstances that prevent their becoming
ovident to the ego.

§8. Once the desired musculsr-combinations bave been
sucoesstully attained, we can proceed to fix them in the mem-
ory. This cam only bo done by taking mental note of the Muus-

eir is by sub-
sequently recalling such sausut)ons, that we mu be able to
re-enact the muscular conditions at will; and by doing this
with sufficient frequency, we shall be able to form them into
Habits. Such babits have subsequently to be applied not only
to the instrument, but to Music itself ; so that we can ultimate-
Iy form that further habit,~that of associsting the requisite
wuscular-habit with each sound-effect.

TFor, as hes been previously insisted upon, it is only in this
way that we shell eventually be able to provide the required
tones, in strict response fo our musical-judgment—snd thus
at Inst enshle Fecling, the grest prompter, to have full sway.

§9. Hero is the place, trgently to warn both Learner, and
Tescher, of the grast danger there is, of %o euchusively think-
ing of the required muscular-attitude, when endesvouring to
slter a musoular-habit af fhe Ky-oaup. There is danger, at
such times, of dwelling npon. such desired muscular-attitude,
Emb-movement, or mere position, and of coming to look upon
these as the Olject to be attained ; meanwhile forgetting the
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next Chapt

Therefme, whenever we conduct muscular experiments at
the Key-board, we must be caretal to keop such museular-con-
ditions in view solely s the Means to an end That end is: to
5B SOUND by mmeans of inducing movement in the Key j—
2 Sound-oxcitstion, moreover, that Taust always be definitely
TomD; and definitely gauged as to kind. (Vide aleo § 7,
newt Chapter, page 31)

§10. This now brings us to a closer consideratior. of that
Socond Step in muscular-cducation—the correct Gauging and
Timing of the corroctly chosen musecular- conditions. We
shall moreover realise, that it is in such Timing that im-
medistely lies the LINK that unites the purely mental act
of musical-determination with the physieal act of Tonepro-
duetion.

For we shall see that it is on the ground of Revrme that
they coalesce.

§11. As regards Eduostion in this Second Step—the ap-
plication of the results of muscular-condition to Key-neces-
sities, manifestly, a Key-board is here absolutely essential.

Tt is true, a dumb key-board may quite well serve to teach
us, and to enable us to xetain, those particular musoular-gaug.-
ings that enable us to find the right notes ; this being a matter
that depends merely on our museularly gsuging with accuracy
the distances to be traversed on the key-board—through side-
to-side movements of Finger, Hand, and Arm

But beyond that point, & speaking key-board becomes im-
peratively necessary, by which to teach ourselves the HABIT

altimate obiect of sach muscular-omectuoss! (Tide alo § 7,
er.)

0ur Txg oun only gutde ug i the case of lurge skips; with plenty of
time providad by the compaier for taking th
Everytling clso consists of mavenent Tar 100 switt for the guidance of
the ey to be of a1 5e.
oSt only halp as indisectly s {6 an only remind o ot e wetual
size_of the distancés to be traversed ; it cannot really guide o
Bnds during e movements, - This fs pIun from the fact sm’prmn% o
e that we can equally well *ind” our potes, whether we look at
e portioh of the Hey-board in. setual use, or (nsiead remind ourselves of e
éstances fnvolved, by keeping our eyes riveted on similsr distances at the o
posite end of the key-board I—ox even situated on another key-board !
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of acourately Timing and accurately Gevging the degree of
those other muscular scts, those that directly mako toue.

The reason why this can best be acoomplished at the Piano-
forte key-board itself is clear enoughi—

Sincs both Time and Degres of the musonlar-conditions are
determined by, and must hence be gauged by the particular
resistance offered by each individual key ; and us this resist-
ance differs not only in different instruments, but differs
indeed with different keys of the same instrument; and,
moreover, as such Tesistance differs with the SPEED st which
we endeavour to impel each particular key’s descent during a
musical performanee; i follows: That unless we firmly ingraft
this habit of Attention (and of eventual umconscious Obedience)
to the varying necessities of key-resistance, we shall remain
but “mechanical” performers; mechanioal execttants move-
over, without even the clement of Certainty to commend us

CHAPTER V.
THE FINAL PROBLEM: THE UNION OF EXECUTION WITH CONCEPTION.

§1. Tt has been pointed out (§ 5, Chap. II, page 19) that
there is but one way by which to attain definifeness in our
playing; and that is, by pre-determining the Time-Place of
each note by means of our musical conscionsness.

18oms of tho mors rougtvand-eady Gaugtng snd Timing mey if necessry
be acquired st a semi-dumb key-houed, provi

carelessness of gttention to the Quality In Key-descent. uch good practice
can undoubiedly be obintaed thore by those wio Dave really mastered Tone.
production. nad who possess firmly fixed habfts in this respect,

d it be not allowed to breed

e s to ac.
o Eey-Descont
0.

1d the more perfect the insmxmnnte wed for fhis purpose, the m
profitsble wil the Practice-bont prove:  For the lurger aud fhe Tiore sume
o of sone-satiein S areazsems olers, 1o more e e
o urged o their employmet, und the more ate we kel to bear when il

" Resogaition of this fuck as heen aply expressed by Buows ' Aussar,
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Aceurately to realise this musical wish, it follows: that we
must #ime the tone-produetion of each desired note, so that it
may reach Complation sb such pre-determined moment. In
other words, it is in this Accurately Timed application, culmi-
nation, and consequent cessation of the correct musoular-aet
against each individual ke, that lies THE PorT OF CNION be-
tween Conception and Execution. This last fact must be
thoroughly grasped.

On it conscious (or umnconscious) realisation, directly de-
pends “Grip” in performiance, Mastery of the subjeot—Mas-

tery in Practice, Playing, and in Teaching. This point must
Do insisted upon, even ab the risk of tautology

§2. We Dave seen, that the accurate timing of our museu-
Lax operations against the key, signifies: (Clap. IV, § 1, Siep
I1.) that we must not time these oither too early, or too long;
but that they must culminate at o certain point in key-
descent, and must then promptly cease; they being after
‘hat moment useless, and worse, as regards the act of sound-
making.

In the culmination and instantaneous cessation of the mus-
cular impetus that provides Key-movement, we have hore avail-
able an absolutely definite point in the process of tone-pro-
duction, definite physically and mentally.

Definite, because it represents a definite place in key-de-
scent; again, becsuse at that point, the completion of the
tone-production is clearly renlisable by our outer ear ss the
beginning of sound;—and once more, because the point of
transition between Silence and Sound is a clearly definite one
in the element of Time, and can therefore be purposed in this
Tespect.

Tor the particular moment when fone Zeging o be emitted
from tho instrument, also forms the conclusion of the act of
toneproduction; snd it is this moment, this definite physical

when, in presenting his portrat to that grest master Plano-maker, he Wrote:

© Meinen besten Clusir lgbrern uad lisbsen Erounden, den Becllgtsscen
Fitigeln”—* To my best Pinno- Teachers and dearest triends, the Bechstein

Grands.”
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fact, that we can seize hold of by the mind, through the esr, it
we are careful to be on fhe alert for ib.

Conseqnentlv it we succeed in making this definite physical
fact arise in absolute mmczdsn% \uth the Time- place (and
Tonekind) p ; i it
follows, that we have then succeede& in physically realising our
musical emotion—that we have that moment forced execution
1o obey conception—for they have coalesced, have united, in
thus eoinciding.

§3. We shall now be able to realise the necessity of the
final, and probably most important item, in a Performer’s Au.
val-Education, viz

ALERTXTSS OF EaR -

Alertness as to the moment of Time, when sound begins.!

For it is only by ListENmG outwardly, that we can guide
or aim that accurato culmination and cessation of the mus-
cular-act, which forms the Union of Tone-production with Con-
ception.!

§ 4 In short, and this forms an excellent working defini-
tion of the act of Execution: We must learn 0 be AURALLY on
the alert, so that the right muscular-act shall consummate key-
movement ot the very moment dictated by our musical-con-
seiousness,

Furraer Dermsrrioy oF Aot oF Pravivg:—

§5. We shall now be in a position to realise, further, that
the act of Atfention needed in playing, although it seems but &

* Alertness fn this respeet, must not be confused with that other form of
atrleuess, sutilety of difriminatory-power s 10 tone-kind = kind, a3
rds quasily, qualiy, and duration, ‘The Importance of this latter foria

S eriniseis Gt sk s Wioknt forines Sommsonn
A strong bias towards giving aural-attention a both these respects, consti-
tutes one of the most nmssnry sides of the talent that onables s pcﬂmmm-

atlh 10 become u pov

“Bar” o o, i endunﬂy &lso guite another thing from * ear”
that diher s=n.|e, that of musical imaginativencss, It is the Jatter that makes
for aventon, for Gowposition ; bt Bot mecesamHly sis0 Tor portormance.—
1a the. p:rfommr‘s o It f the outerar Shsk most Soperstivly be keen

merear."-or Imaginatisgnces ¢ Pits
T 5 oy by it teving Physically, nlﬂng i thes olhm Tanerlisen
ertness of thé inagivation, that we can alm the muscula
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single flash of consciousness, is really & compound act, and that
it must embrace #wo distinet purposes :—

§ I: The act of judging WeaT sach sound effsct should e,
VII: The act of judging the means for its physical fulfilment.

The first implies, that we must purpose to obey the Music ;
and the second implies, that we must purpose to obey the
Piano-key.

We have already seem, that to succeed in this dual act
of judgment, we must appeal both Inwards and Outwards;
ic., we must appeal Inwards—to our inner-consciousness of
Musical-Necessity ; and we must appesl Ontwards—to Instra-
mental-Necessities, Now we shall discover that these two
acts themselves once again segregate, each into two distinct
subdivisions of Intelligence ; thus proving the Act of Atten-
tion in Playing ultimately to consist of four components. For
we find: a): that we nrust mentally try to see Where each note
must begin as to Time ; and b): what its degree of Lmportance
it in the scheme of the piece—thus determining its tone-shade ;
¢): we must, through our Musculur-Sense, try to judge what
energy the key needs, to move it ab the required speed ; and
@) : we must through our Qufer-Ear watch for the moment in
key-descent when cessation of that energy becomes due.

This single thought-flash (volition, or act of consciousness)
must hence embrace four points in reality :— Where, and How,
each sound must be; Where the key begms (ta vesist), and
Whers its movement-possibility ends—in so

If but one of the four components of this nct o attention is
absent, then we have failed to attend properly, and our play-

: Tt xoay appear vory complex st st bush; but o xealt i fs oo more
mplex than many acts of our daily lives, Nothing, indeed, that can be dig-
Aol with the parse of Shpug Comte of a merosifmplesencition,  Consider
for sxemple the ot o taking & stoke st Teanis, When asalysed 1 displayd

an

Teligencs at e Fiauy -There in: ) air consciovmess of the ball
coming across the net towards us ; L) our xesolve, to place it in the corner of
the oppasite cours, Farthest removed from our opponent ; o) our udgment of

our own racket, unconsciously derive m our constantly bal-
sncing and swioging 1 and d) Qur catoulation of the degres of energy required

. Tacket’s swing, Which shall place the bell in the pre-con-
e ek 3, o st Tonats-court]
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ing will consequently prove unsatisfactory to that extent.
(Vide Nots 1V., Appendiz
The solution of this problem of Atfention also forms the
means of willing the Union between Execution and Goncop-
tion; for it means, s determination o be definite; & determi-
nation definitely to wim the completion of each mote’s tome-
production to a pre-determined spot in Time.
Time, when sound of a particuler shade
[is judged to be due,
when it is physically consummated.
§ 6. The following little plan sums up this question of
“attention,” both for Artist and Stadent, both for Teacher
and Criti

Tave aasiNG
Co-ineldent Tep: | 5

The 4 of INTELLIGENCE In Playing,
implies :

Tnwards— ttontion Outuarda—
o hablo us 0 ey to enable us fo obey the Key :
This implies use of our Musieal-Tm- This fmplies Attention
soslon o hat bv gereciving Muscutarty ana Buraly,
MiiedrBmoton Ilmca] age, o eable us o

P oyrosiaancs hetors and. duriog
atlo to 7uq€= he [de
TOMBSPOT md TONREIND and to

te. Hear the completion of key-desceat,

O fnally, o put the o a8 o posise dicectio
1 Wemisttry to SHE the Bruckion, and the Husis
—the latter being the material-shapes of Time (mymm m\d 'fane, through
il the former s exbibited
n We st try to OBTALN this mentally-pictured Music from the

ing our knosrledge of the requirements of Key-treatment, and our
muscuxu adapiations to thesc
The latter moreover m\'vlvcs, that we must gise :

» .
o e e e e gt intee ot eah sound—tho consumaatine of

§7. A warning is here once again urgently necessary, sim-
ilar to the one on page 29, § 9, Chap. IV. If, in our endeav-
owrs to fulfl all the elements that together form successful
performance, we permit these Mzans, even for a moment, to
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become our paramount object and aim, then we shall after all
fail to achieve success.

Even the very act of endesvouring to give Attention may
cause us to fail| For we may try to “attend” simply for the
sake of attending sucecssfully ; we may try to give our con-
sclousness to one, or to all of the four points of Attention
enumerated, and yot fafl to play sucoessiully! Fail we as-
suredly shall, unless we bear in mind that even Attention
itsclf must not be given for its own sake, but must instead
be given as a consequencs of our intense wish and purpose to
see Music, so that it shall become living sound.

Here, sgain, we are face to face with that well known law,
that applies with equal force to Playing, 35 it does to all other
Arts, namely : that the moment we attend to the Means—for
the sake of fulfilling these means, that very moment witnesses
the collapse of our Ar.

That is, all the means enumerated raust indeed be fulfilled ;
but we cannot ultimately succeed, unless we attend to Music
itself as the supreme object to be attained by thom.! We must
be busy emotionally and intellectaally. We must try to see what
phase of emotion each phrase presents, and we must use our
intelligence so thab we may perceive the musical shapes em-
ployed, and so that we may perceive the execntive requirements
needed for their interprotation. We shall thus be able to
secure for each note-stom its proper place in the musical-
scheme as a Whole,—and we shall thus be giving expression
to Music itself.

The sequence of Cause and Effect, will moreover be syn-
thetically in the reverse order o this summary apalysis, when
we sit down to play a piece of musi

For we must nob try to play & note until we are ready to

1t of mo use remembertng : thaf the Keys must be ightly ued ; nor
that  we must muscularly ol key-treslment, at 1o casiest > ; Bor that * we
ookt aema o the ey o o e reathugs 13 ffea, 800 the ot n e
deseent where cstion of out musculas spplication is demanded - nor thut
“ro must fulfl these tvo physical acts because of the moment in Time, avd
bocaung.of the kind of Tope required 0% &ach ote.” % omg as e do e
hings or e oom ok o, w0 must aiend o thes fing only Tor the
the Fecling that we perosive, and to which we wish o give expression.
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“isten,” as the Axtist says; lstening here signifying, that we
must bry to pereeive, or see Music. This signifies that we must
at that very moment, fry to realise what the Music means;
what it is; how it feele ; how it should sound. “ Seeing " music
n this sease, 18 & vital s itis B
absolutely vivid!

Tn short, whenever we sit down at the piano, to play or to
practise Musio, our motive must never deteriorste into playing
for the sake of personslly doing well. Our supreme wish must
be, to strive to perceive Music ; .. We must &ry to see, rather
then 1y to do*

§8. In a word, the act of Volition in performance, must
ultimately cextre in o supreme endesvour to feel music sense,
s0 that others may be moved by #t. Attention and Execution
must be provided only in response to this all-powerful motive,
the wish to see and exhibit Music itself.

We shall then find ourselves in harmony with Herbert
Spencer’s teaching, that “Feeling * is the great motive power
of Action,” and we shall then prove ourselves not mere Arti-
sans, but true Artists.

! Although we may bave played n passage o thousand times, yet, the

moment we do succeed in actaal 'y peseeing that moment the music be-

s Ding sbenlutely rei g now. "Altiough e pricula experionoe

may b il 1o characher 1o previous ones, ot thia s experience wil be quite

rt from those, becouse of its freshucss. ~ The tve at

i very moment, because our bruos-—our {esiogs, one Sty ek bo e
impression.

"This is the supreme experience 10 atm for, ench time we endeavour to play
Music, Tis witaibineni-—the perception of o, betng i the shiupe of Feel-
3 Tanipotont mofive-power for those necessary mentsl
a0d physical processes of Tone-production that ultimately enable us to com-
mugicate the musically Seen, to others.

5 We must give ourselves up to the emotions that live bebiad the dead

s of music-uotation : since it s only to the extent that wo allow such
Iniman and axtistic Brotion to take posession of us, that we can succeed in

ortreyiog it i—that is, slways provided we do possess the requisite power of
xecution.
momont we pernt the « Doing *~—gu well-Dalag, 1o become the ob-
Joot striven for, thet moment wo bacome self-conseious ; instend of musically-
Conscious ; swith equally disastrons resules here s in our daily lives, when, in-
siend of looking outside of ourselves e llow our own self-advaicemen: @
Decome the priss consdoration, (Vi Note 7., dppenic)
* Vide Note VI, Appendic.

3
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CHAPTER VL
CONCLUSION AND SUMMART.

§1. We bave now indicated what are the elements of
Pianoforte plaging and education ; and also what are the ele-
ments of Education in Toneproduction. To enable these
indications to be of any practical value, it is necessary
thoroughly to realise, that each penfsction, and each want of
Perfection, should in each individual case, be traced to its im-
mediste cause. Unless this be done, we shall after all have
mere empiric foundering, instead of that direct teaching of
oneself and others, which we find to be possible.

§2. It follows, if we would properly practise, play or
teach, that we must localise cach want of perfection, must
trace it to its cause amongst those various clements that to-
gother form Pianoforte Education and playing.

i.e.: On realising that the performance of a piece, passage,
or even a single note, has proved inadequate, we must analyse
the fault; reflection will then enable us to discover its true
nature, For instance, we must investigate whether it is lack
of musioal insight that has caused the lapse, or whetber it is
simply owing to inefficient attention in this respect; or
%o lack of understanding of how the key sfiould be treated, or
to inattention in this respect; or whether faulty muscular
habit is the cause; or that inadequate “aiming” of the
museular conditions, resulting from sural or musculsr inst-
tention.

The fault having thus beeu “hunted home” and thor-
oughly located, we shall then be in & position clearly to point
it out, and also directly to proceed to its correction.

§3. Now, since we oan. only farn, or think, one thing at
a time, it follows, as a matter of course, that we can only
correct one foult ab a time.

This fact is indeed one of the most important deduotions
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forced upon us, by the precedma contemplation of the xeal
constituents of Pianoforte Hducation.!
§4. The ends of Pisnoforte Tdueation are henco best af-
tained, not by the interminable and senseless repetition of
Pieces, Studies, Scales and Techuical exercises, all given with
quite hap-hazard tone-production, and misnamed “ Practice;”
but, on the contrary, by the teacher (or self-teacher) first
realising whet is the nature of the habits to be acquired.t
Possessing the requisite knowledge of what to strive for, we
shall then begin by essaying to produce correctly one sound
at a time, thus obtaining the opportunity to form that habit
of mind, that perosives in Key-trestwent during descent, the
only possible means of obtaining any desired sound; and the
opportunity to form the co-related muscular habits that serve
to fulfil such Key-treatment. We shall then proceed to apply
tone-production, thus acquired, to the various passage-forms
hom which Musio is built up, and hero the practice of Tech-

song musenla bibits, and wrong ways of looking a1 Plano-playing, so
ofan Tormia Sumivg (he ohldtag, 13053 doen adic ards,
aro vory gonenaly o be trced difectly 1o this it of Toraog. pum on
the part of the taucher,  Instead of being expected to learn ono thing at &
el 1 expecied o loars nualosly 1o speak, zesd, and. even write,
b m e saime
3758 Beteg At showa Bow to produce sounds from the fastra-
et an b pecognise these, aud to ecoguise the element of Tiste o their
production ; the music-page 1s placed before the childs duzed eyes, a
Rk 10 trauslats those wiiten igns o aounds, when st e sound-
‘maling itself and recognition of the sounds mad, that should receive the full-
est possible attention. 'The result of this struggle t0 learn to do several things at
the same time, Js, that the mental struggle engenders  muscular siruggle. - No
Shought; can be given 1o what seely oso the "necesites of tho ey, or what
real muscular-meaus required for this key-treatment, Undirected ef-
Tors“spmaniting to gpssms, zemlt a5 o consednence —and e cmly per:
mitted by the “tencher !*~—while, so far from loarning to read Musie
obild Instead contracts 5 Gt vicions habit, Tt of spelfing notes,
 before it touches the instrument, should e mads i understand that
a deﬁnhe ‘musical-sound is the thing required, not & mere putting down o

xeqived, snd that this sonse yuust bo dhuowa from the keys, Tiame enough,
of educntion, 1o tench tho wriie sigas 16presortiog
mugice] Ieters, words and phrases !
abits, we must remember, that include not only the neceesary habits of
‘musealar co-ordination, but habiss of mind a5 well a5 of body ; habits of musis
cal attention, and habits of muscalar aud aural ttention.
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nics, of scales and arpeggi, stc., becomes necessary, Within
reasonable bounds. Inaddition, we then Tequire the practice
of Studies, to give us endurance of Mind and Muscle.

The practice (stndy snd playing) of much real music
should moreover be contemporancons with such study of the
Means of Expression, o that that supreme necessity may in-
Fallibly be fulfiled :—Fhe mental association of Touch-wethod
with musical sense and emotion.

§5. We now realise Low expedient it is, firsb thoroughly
o understand the nature of the very elements or Constituents
of Pianoforte-sducation, before going further, and proceeding
to form habits.

Barnest study of the preceding pages is therefore invited,
before attempting to master the matter dealing with the de-
tails of tone-production self; which will be presented in
the following Parts.

These Constitnents of Pianoforte Education sre summa-
rised in the accompanying Plan. . . . Understanding
the facts there presented will assuredly help us the better to
practise, eriticise, play, and teach!
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APPENDIX TO PART L

“ 0¥ LISTENING™

Norz I—For § 2, Chapter page 1 is so very easy not to
kR piopenty St Sodad, THID s hasr. 16 the Tt cons The oniy
zesull cus b, s e Siply hear dhat wrhAcl, ONF automAL cenirss hAppes
to play v wme.xs, by listening—outwardly and ‘nwardsy, we shall perhaps
succeed in " doiog > that whicl our fuver éar directs.

v eyos caa ive s & similar diTerencs of experience ; for we may look
ata page, & picture, or & seene, and fancy we “sec” ; and yet ull the While,
Vetke bot sven trying to poreelve. . A Tacs we shal Hmediately discover, it
we try to eproduce nmm - pletuse, o soane

Tt'fs the same, it ¢ comtuaigate an idea. Usless we ourselves
defiltely try to see hat thought, e shall certtaly be waable 1o COMMRL
cste it

neithor paigt, drem, vor write suoseesully, usloss we have aa funer
picture e with 1o BBy thronth e tmplement T out hands,

o fact,  ken-—but, unconselous —analysis of the thing i 1 10 appear,
has g1l the while to precede the ** doing” To the extent that such aalysis &S
efciont, to that extent only can the Aytist *see” or *fecl,” &5 he pui 1y

com-

he himself being natarally unaware of bis o tal processes. To
municate the thiog seen, Lie must have the power of execition ; he must have
the knowledge and experience that will unconseiously guide him to choose

the exact combinations of colours and shapes, that will render his Conceptions
~—facts of the Fmagination—Into physical Acuality.

It is customary to quiz a novice, experimenting with a gun, and to ass
that Daving smid men caretaliy e aitor i lises e cyes” hefore poling

however no exaggeration to assert that uinety-afog out of every hun-
e Pinno sadents ct annlogousy a thlr fstroment | Evcn I they do go
50 far as 1o 4 the actual ke they mean to deal with, yet, when {t comes
0 the ot of ('epnsssm i very provess iself of using t £ excils sound,
then they end, after ail, by making an un-Aimed muscular effort, —with their
Hars oty iy 50 ar 73 attention is concorned 1 In plmng, e pro-
the hey dw\ny ts short descent, thad has G0 be ** aimed” ; metely to
s e i e Gomen semenon." oot not constiure s mask
calydirectud soun g,

fake orises from not povosiving that cach musiend sond mut be

55 much the outcome of the musieal Tl as must be the lines constiatiD
Erawiog, o piece of pomauain.  Nou-perception of the faof that & Sound 1
8 mere tnit, meavingless by itself, azlses From the fact, that & musical sound

4
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1. 80 muh raser experience or o majoris of ndividuals than s th expe-
rience of impressions coused by light i—shapeliness being conveyed to us
through our eyes all day long.

It owing to such comparaiivo Tary o the expetiencs of musial-souadsy
thai something seems sctually sccom riched whea s Piago-key his
o v Somee sort of uatuo masie how bud, mor how ioupproprite |

meks oot meverioeloss o mone Sooegiaies musicnlsenst, tas oes
mere line copstitute » picture when presented to the eye,
ence 35 that Sound-making ozly riseé above mere tone-serib-

Hing when we insist on gulding the requisiie’ Units joio @ vivid musteal-
Drawing.

«ON REYTITH"

Clupter TL, page 13. Thero are three distinct ways in

Nore IL—For
mine  single sound, ‘Three distinct forms of Practice

esalt from i fuc
At suliciently slow rate of movement, e can give enacigys atintion
10 éach note beforehand ; consciously deterniiuin aly tie Moment and
Tone, but also consciously eriatog hom e Sn e \lally e
from the insrumont, Such cwrtal manipulyion, demunding os 1t does o s~
et nongit Seirs ench nove requires oGasidssisle Hng. i 5 the oot
%o learn new habits of tone-production. Hepco urlss the congiction ores
pag s players, soone or latar, the need for reslly SLOT PRACTICE.
iy, 84 & quicker fompo, st sonsetonsly ell the Tirmo and Tone
for caeh Individual somid ; aIhGOEh e sngl bo unable at thst specd o pre-

‘production must obviously In this case n f !.l\comlng asa pmmugly-:amai
habit ; Habit in this case étimulated into activity by the mere wish or direction
Tor 2 particular ind.

71+ The speed may However be so great as to preclude our directing even
the Time of each individua] mote by & Gomscions ok tof volition.  The oces-
sasy <willng e then to be rlegated t0 @ fanlty wo posses, thit of semi-

caly Timing ibe insico components of ote-groups.

Tt is o facuity of the e ls, analogous 10 the one we use through
e ey, Sokich Tnables s o iomee o Al the exact oumber conuined
in o small group of objects, without our actually ““counting them We
thus Giscriminate botvieen the varios ses of eser linés; the lines that conat-
e the Gilrence berween Semr-quavers and demi-semi-quavers ; and the sets
of Jines that form the stav

We can in fact at great speed, only “ will » whole sets of notes. The notes
and fgares that belosg t tho Betts being known, the Jter wre ke ia view,
aud tho passage it thus steavod aloug by ‘meabs. each
Dot 470 in this case merely it s SubIVORS Of ime feading o o each
imminent Timepulse. For insimoe, ot great speed, groups o
quavers, must be felt g three segmental poiats of
22 the begiuning of the pest Crolehet, or

This learning to direct the minute sibdivisions of Time by means of this
gomiautomatio or wnoonsions fuculty, forms  very {mportant detal i
Performer's Bduca
Camille smmg one of the teachers of Lisat, constructed a whole scocl
of Tec r io * Pluidy *—kseping this neceseity in view ;
o suggestive tile of the work veiag: Lo Hbyihrac dos desgtar”

£1t 19 4410 the haee oo shovr-men who havezsinediha falty o th exteat of bing able
o inguleh o  ganee Lo axuc BimSa of Bl o vt up b3 Sbont Gt

o Leading
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48 TO GYYNASTICS”

~-For 3, Clhapter LY., pugo26. - Whilo on tho subieot of mue-
v I to poist out, tha ease fa scquiring the requisite
e e o s apolication § the isteumont, is ok fnclatos
the possession of he
Feates furtier sucs beatth condl muscler: but the beat exercises
for tis purpose are those that. altormitely Eive Full Coptroction and Full
ur s wamin
sy, inca bam tustead of good may roshls from the prucics of all gym-
mastles, uoless the requirements of correct tome-production are constantly
borne in mind Heago e rowop, vhy dero is such d.ve:gme of opiion
ting the use of gymnastics away from the key-
Bourd though the siame rule holds good sven more forcibly at the key-
board itself;—for even more s o babitforming cai be doue st the
key-board, than away fro
hepever gymnasti ey amy ind sre practised, this must imperatively
be doe not with * forcs,” but with the most perfect freedom possible. There
i ar friction, or ** force,” in the

o
b
e

intentional employment of the o s, that arses tho endency
foward “SA " or restalaed actios, Shich proves so baerul to Techmique

in every s

o allow caeslt the slightest tondency towaid stiffness, whilst practsing
‘eymunsiics of any Kind, 1t & faial Costacle ugainst te atfalument of eitier
Syivity o Accurasy o Tone:Respon

 PIANO-TALENT”

ym IV.—For §§ § end 5, Clapter V., pages 82 and 84 Her
aguin,is & poiat whete natorel endowient ety ie whas whts
out ffort,“unconsciously give Aiteation with full purpose, posess ndeed
“talent” fn the most important respect of a
Tor talent itsel, In 1s most goners) sense—that exbibition of u strong
iastowrd some particular pursult may be defined, from it esulis, 9 sim-
DIy : abilsty to leas
oo shiliy 1o learn s snym(n diretly depends on the power of our
femory —sts impressionability, and {fs retentiveness ; and memorizing again
e umcnay om the degrce of Atteniion o cu provide. Hence, I it
that Power of Ate 7 abilty to e this s synonymous with | good
mory, ease 1o g, and 1o *Talent
A orie of Sursinary, TRy prevent misanprehension with Tegard to
the question of Phugoforie  wen
Special phases of endowment are needed in additon to geveral Muslcuity
These are : a good ** piano-voice "—the pussesslon of & suficiently ample
museuly ndoment, comied wil Easeta enial musciiar diserimioation
ood & Ban o ly for Time, but alsp pertiowhrly for the discerument

i isinktven ik A kot ersons bias towasd giving
e particular form of Atteation demanded 10 playing

sse parcular endosmentsare neverthelss not vory far-reaching, unless
there be besides, a genersl is
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xequied, both emotionally and ellscually.  Without that, nothing sivid
can be done, howeser excellent the other, the special, phases of Talent
Moreover, even such en_dnwmenls do’not. constizute a piayer.

character, on cur real love for the Art, and whether we possess Health sound
enough t6 staud the Decessary close application.

For ccentually, a8 Repixsramy onoe suid 16 us Royal Academy Stadeats :
*‘real Hard Work is the ouly road to success.”

“«43 7O AND NER A

5 V.—For § 7, Chapter V., page 36 This dread horror kills many
pusdhlt: piiyer erhllpﬁ the following advice may belp to eradicate the
nerve scif-cansciousness. Try to realise, that when your
u,udlenceisruallvhmmng, “hat ot fla moment chey-cuanot really be consdtons
of you nt ull; for their attention i then given to Music alone, just as ours
should be.

Even if 3 thousand people are looking at the same spat that you are look=
fng st, that fuct will nos reuder yo self onscions, uor © nervous” N0, oven
if they are shouting st the same object thak you ate sboutlug a, nor will that

erforming, try T reaise, that the sidience s not lstoning
%o you, but s Ioieniag 1ot e at ing for ; 4.c. that
Otkeryition is beiug discetad to the same. aror by yourselt “Jour audience.

S that momeat you ceass heing sware that he s isteniug to Tow. personaly:
Morsorer, ance you feel What that lsener's atienton s ireoted o the
suo muston Foind Lt yours is, 1, will ntensty your atiention 1 i, and
you sill see the musle more vividly than in the praciise-room |
Itis impossible for the listener fo concern mms f with you personally, it

he is listening to the sounds provided by your fingers in obedience to your
‘musical wish ; and vice verss.: if the listener is aware of you, then he cannot
: c provided, and te ‘performance cannot

er cuse, there Is Sothing 1o e it

e under orlticism.  Hence, in el
conscious about !
In & word, force yourself to realise that the listener is watching for that
ar, and all self-consciousness with its conse
quent wersousnes 5 vanishes ot that moment
Incapacitating nervousness during performance is therefore usually only
the result of sheer inattention.
5 of such inadequate attention are varions,
hey at once remediable by & betier understanding, and a cone
sequent better practies, of that which constitutes Performer's Atiention.
s and Uricertatnty of Techoigue (é.c., of Toneproduction ltself)
does Howsver Torm periaps the Zaest potent Toctor In causia our attention to
e distracted from Where it ahould b

« MUSICAL FEELING”

™5 VL—For § 8, Clapter V., page 3. The following speculations
provo Belpful 1 soive; aad may serve 0 malke clearer some points other-
ise geverall
‘The full explanation o {nterpretation of what it ie that constitutes ** Musi-
cal Feeling” yet remeius to be achieved. Meanwhile, there is this to
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ted : that musical emotion s not 1DENTICAL with the emotions of ordinary
e, bt ustead merely paroiel, o sucs

, experionced ‘apart from music, mey stimulate 3 composer
ploger o s endeaour to record suct feding througl e medium of musical
sounds. . . . T is however impossible for bim directly 10 communioate

cions] messuge through that indefinite medinm, Musi

& consnmmation only faaily possibe cren throngh he maediim. b
alhongh we Lere have deinite aymbols to remind us of already approshnaiely
cxperienced seasations,  All a composer can 4oy way
sion (or vent) of his emotion, is to write the mu beautifud, so that the
ot of Such Beauey shall arsuse  puralll smotionl wiate i the fstener, o
e state of under which the comp Iabouring, when
e penaed the sl

8 word, it s the sensation o the Beuutif thas succestions nd combina-
Hions of Lotes can corivey to s, fhat has 10 b used 453 TOhicl Lo o ouse mo-
toa. Tlimately & fs & monitestation of the Beautiful fn Soud that e
composer—and ployer—bas 10 rel o es.and thes te
suggest pain o pleasue, etc., throagh fts parallelism fo mentel result.

at Ugliness is employed in music, does not wesken this contention ; on
e contragy, it strengthens 1t ; sinee 1 is ouly by Contiast (hat e can per-
celve anyiliing ; elther by our Senses or by our reason, e axe com.
pelled to employ what can apily be termed the Unbeattiful in music, so that
that intensely emotional resal, the sensation of the Beautiful, shall by eon-
trast be rendered possible.

Thus we have reconrse to extreme dissonances and ultra-chromatic pas-
sages, the mowent We Wil fo poriray extreme omotlon,—since extreme
emotion borders on pain. The continued TENSION coused by dissonance
resolved on dissonance here provides an effect Upon oY Bervous system anl.
ogous to that caused by extreme emotion apart from musi Ttis be-
ase of this parglein of the EPvzors of muscalfeling to ordinary Feel-
ing, that we find Music such a ﬂ‘mwexful, subile and direct meads of
aroising Emotion (vuys Towever reully Qe thaa words can ever be,
Dowever powerfully pen

"Chese consideniions will also render clearer, by the experiences of Life—
with its extremitics of emotion—are cssential, before e can hope to realise
the presepco of such puallelems In the music "of Lhe great Tonc-poets.

cance of the phrase “ to Listen Inwardly " will now also be better
undersioo ; for i means, fat we must i1y 10 percelve, must e 10 wait for
the Beautiful in Music ;—us exhibiled through its Rhythmical-shapes, enforced
by Melody and Hanngos. Al this indieatés what should bo oar mental itk

Tor it is munifest, thal jt is useless, or nealy 5o, to strive to sso Emotion
apyn (rom the musically Beaulito i the work under Sstrproaton, i we
mnke this mlstakz, and give ive our whole mind up to endeavour to

e compeser < o1 b 1w e g oo then we shal sssuredly

fall 0 pereelve the real emotion the uslo was ntended 10 engende
its besuty, snd we shall instead lapse inio mere sickening Sentimentality.




PART 1L

Kry-TREATMENT FROM I8 INSTRUMENTAL ASPECT.

CHAPTER VIL
PREAMBLE !
SYNOPSIS OF THE MAIN INSTRUMENTAL FACTS.

Iy Panr L, Pianoforte Playing and Education was analysed
into its constitments. It was found to consist of two distinct
branches, since it demands both Musical and Executive attain-
ments. Executive attainments were found to embrace, a), those
velating o Artistic-taste in the application of the possible in-
strumental-effects ; and b), those rolating to the Act by means
of which such effects become physically realised.

This Act of Tone-production, or Key-Treatment, was again
found to possess two distinet aspects,—the Instrumental and
the Muscular. We will first doal with the former.

Education in the I 1 4 of T
implies learning to understand the sequiraments, in the sho;
of Key-movement, that must be fulflled for the production of
each possible kind of tone.

A GENERAL GLANGE at this part of the subject is desirable,
before proceeding to a more detailed analysis of the instru-
ment and it8 mechanism, and its principles of action :

§ 1. Much misconception of Key-treatment directly arises
from failure to grasp the sufficiently obvious fact, that the
Pianoforte consists of two distinat portions, each as distinch
from the other as the Violin is from its Bow. This men-
tal diffioulty occurs, because the Pisnoforte encloses within its
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outer CsE both the musieal instrument itself, and the machine
for exciting it into sound.

The instrament proper should be considered to consist of
the Sounding-board with its bridges supporting the sirings,
and the strong frame that enables the latter to be kept at
tension ; whilst the TooL for exciting it into sound, and con-
trolling its cessation, is formed by the Key-hoard with all its

appurtenances. The first portion is snalogous to the
Violin itselt ; whilst the second portion, the key-board, is anal-
ogous to the Bow. At the Pianoforte, howerer, instead

of the tnstrument being prosided with but one Tool for excit-
ing sound, we are here provided with some eighty separate
tools, or machines, for transmitting movement to the String.

§2. For it is only by giving motion to the key, that we can,
through its hammer-end, communicate motion to the string,—
a transfer of energy that can only be effocted during the ham-
mers brief contact and movement with the string, before
the rebound of both occurs.!

et us then at once thoroughly realise this important fact,
that it is only through KEY-MOVEMENT that we can produce
sound?; and that all energy that shall produce sound, must

3 It s the striag, which fn tara communicates fts motion to the connected
sounding-board ; the two together thus causing vibrations in the surrounding
Somospiare. - These vivrations, o Teaching the Ear, are by that organ rus:
Eorih oo nerve riorehoss £ 458 1o s hes thar nely roash our Biatn, here
arousing the SERSATION OF SOTND.

Much misconception s to Key-treatment at once vaaishes, the moment
we realise, that the Key forms biit 2 macl ;, handle, or Tool o ep-
able us cogveniently to create SpraD in the String.

Herein, e the radisal diftrence I reptment requlred by the Orgun and
the Pianoforte ifference that has been at tiuies overlooked owing to
1he mere vinual Sty of the 5w Koy boscds:

“The energy that maies (be oreuu-pipes speak, is derlved from the Organ
Wlower, or engine. It follows that the drpression of 2 key here requires—one

i

of the key merely serves to permit the mechanically stored-up encrgy 10 rcack
aud operite upon the pipes.  In the oase of the orzun-key it therefore makes
practlally mo diference fow the ey ic treatad during s descent; provided

o the key dariag descest. Tt follows et
The et of ‘positins, aciive operation, cavefully cbosen. and gra
application ; iace 15 is such appliouion of caergy (o the Ky fant constituies
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therefore be delivered to the key before’ and during the lat-
ter's descent ; and that this energy must be so timed, as to
produce the greatest key-speed at the very moment that sound-
emission is keard to commence—n moment that corresponds to
the place in key-descent where the hammer rebounds from the
string.

§ 3. Realising that our object rust be to create Key-move-
ment, we shall then neither attempt o hit or strike the key—
as if it were a ball or nail, nor shall we attempt to jam it
down upon its “bed "—as if it were & put-cracker! We
shall, on the contrary, project onr minds as it were fo the
hammnar-end of the key ; and our purpose will be, to move the
string by means of that hammes-end. T & word, we
shall not try to play the key-board—or at it ; but shall instead
try to play the sirings by means of the key.?

Now we never dream of Aifting or striking the Tennis-
racket, the Violin-bow, or the Billiard-cue; instead, we take
them up—take hold of them, and TsE them. And that is
precisely how we should treat the Pianoforte-key :—When we
wish to play & note, we must first equip or “ arm ” our finger-
end with the implement we wish to employ—and that is the
key. We must take hold of that key, by placing a finger.tip
against its surfaco ; and thus enable ourselves to realise its
weight and resistance, through the muscular-sense. Thus
realising the weight of the Tool we mean to employ, we must
then proceed positively to Ame with its opposite end,—the
hammer-end.

Ttis of no use “aiming” af the Key, wo must aim with it;
he mateal act of Souad making, —for all differsnces in oneTemylt horo ab-
solutely depend on the spead attaned during the short transit of the key from

T ‘Suckce level 10 s foll depression, aad on the manner ia which fho g
mate degree of speed is atigined.
encrgy must fndeed be delivered to the key, before it will even

deinfo msee
* To enfarce this wgon our mings, we shionid ramember&nhn alihongh we
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for the key is not to be regarded as a ball, but rather in the
light of a Tacket, cue, or other Speed-tool.! With the finger
thus equipped, the key will be felt to be but a mechanically-
provided continuation of the finger itsel,—an intimato connec-
tion and elongation of our body, ending only with the ham-
mer-tip ; and we shall feel that it is with that end of this tool
(thus under our immediate control) that we have to aim, and
creato speod in the string.

§4 This Aiming or directing of the Key, comprises three
points :

a): Wo must aim the key, so that its full speed is reached
at the moment that the hammer-end is in communication with
the String— the moment that the escapement permits the
hammer to rebound with the string—the moment that we can
hear the beginning of the sound, if we listen for it.

bY: We must canse to apply energy against the key at that
same moment; excepting that slight residunm of weight that
is required in Tenuto and Legato, to prevent the key from re-
bounding.?

¢): Wo must determine in which manner the required
speed shall be reached,—for if the total energy is applied sud-
denly, then thoresult is o “brilliant ” but “ short ” tone; where.
. if it is instead applied gradually, then we shall obtain a tray
“singing,” or “ sympathetic” tone, of good carrying power.

§ 5. To sum up:

The first lesson in Key-Troatment we have to learn, is, that
the Time-place and Tone-value of every nobe must be musi-
cally realised and intended.

The second lesson, is, that the Key must be aimed to cul-
‘minate its speed in Sound, ab that very moment.

These two things must coincide.

"We must therefore aim, or direct, the key into Speed, and di-

* For the same reason we muit not press that tool upon its bed ; since the
Xey-beds are not like ripe frult, aut of which sound-juice can be squeezed.

s Else, Insted of cansing tansical sornd e shall cunse the various por.
tions of the mechanism to he jarred and forced against each other, to their
‘manifest detriment ; ad to the great detriment also of all correct Execution.
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Tect its inoresse in Speed during its short journey, so that we
shall compel the String to degin its sound b the very instant
that thet sound is musically imperatively Dus. We shall
then have correctly obeyed our Time-sense, and our Tone-
sense; and having thus definitely compelled Tone production
to fulfil our musical conception, @ clear and definite impres-
sion will consequently be couveyed to the listener; for wo
shall have sueceeded in Sransmibting to him the same musical
impression with which we ourselves wore impressed.!

& e nain Oiffronce between otbe forms of  ining ™ aad. that reqived
by the Pianoforte-key, i, that we must employ our B4® fo  gulde the muscles
et Tulh Keg-zovirments; wheress v spicy i Bve gulde our mis-
dles I the cas of e tenni-sacket, Lillardue, pen, poneil ot hred
e eoves Ay anAISgS In 16 o of e Bhano-bey fo that of
the xucket, oie, b, GE1E-club, Cyelopedal of other Speei-toole
For instance, we must, in all cases, 2iph, Dalance, or Ju
sesistance.of the foal Jselt, before o ox successtully SupEly the retuleite
cnergy, aud cau aim ths 1o purpose.  Again: we do zot aim sach & ool
a8 e should a bl or stone, when throwing it 5o, on the con-
ragy, we i WIRh the end of the 100Ifhe ond IGrhest away fom ua. For
it 16 manifestly the dologs of that end that concer s, When. wo Wish ded
witely to projeet or impol a Ball-—or & String <by mests of (\mh o speed -tool.
Thmfem it with tat end of the ool that our mind must
it mot Sngnly mrel 1o 3 Racko o Bhaneckey S that Ball
or Siring mn le esched £0d tmoved ~ somehow.” No, if we mean to tave
v  play” we must seo tha tho snergy e supply to the ball or string
B ety died s domat using the racket or the key }
A and Crames Foavit T ethorwig semme " H e merely B
vur keys down somehow, we may obtein a tono of some kind ; but it cxono then
 in accurate response fo musical-feeling, for none is in q\lesuou
spplies to all tools that require any aceuracy in thelr use ;—
tal,fo applying the  buslaessead  of such ool o 1he abject it 1 desired
« efect upon, that 1t 1s bere divected by & definie wisl of ours; & wish
% Shich e ‘may or may 0ot be conscions at. the
s, we okt o0 & Tyme snd Tone & imperatively due, owing 10 oue
muslesbSeusblites beipg directed upon the work uades aterpreation; and
lnce the needfal key (or keys) into Intimate connection with our
Trats tanongh the mustular sonse. . Wo mut then uae tat key o sgoordance
with the Jaws of 11s application —i. i
s momable, znd obiala from i during fhe short space I Is movable, sither
the grofunlly vonsummated degree of speed, that our inner-
o e n Tomvatie
Once agai, io 8 word v-descent must be aimed or directed to that
apot in descent, where its c\\lmmnnng ‘motion initiates Tone :—that spot in
Rey-descent being mado to correspond with tha Spot in Time and Tone di
i by our musical consclsnce.
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CHAPTER VIIL
THE TNETRUMENT.

The strong outer cast of the Pisnoforta serves butas a sup-
port and protection for the instrament-proper. This consists
of : 8), the Sornpmve-Boskn ; b), bhe Strings, with a Frame to keep
them t tension; hereto is added, c), the MECHANISM, consisting
of a series of little machines, complete for each note, by means
of which our fingertip is enabled to communicate motion to
the strings.

‘We will glance at these points for a moment in further
detail 1

A : The Sounding-Board, or Sound-Board.

§ 1. This forms the most vital portion of the instrument.
It is analogons to the whole body of the instrument, in the
Violin family. It is a carefully constructed, large, thin, reso-
ant sheet of wood, somewhat bulging in the contre, and of
almost the same dimensions ss the case itself in a horizontal
Grand, with the exception of & portion tht has to be omitted,
to allow the hammers to reach the strings.

B: The Strings.

2. These are of steel wire, and are strang across the face

of the sounding-board, the strain being for the most part taken
by pins at each end. A small portion of the strain is, however,
borne by wooden dridges fixed to the sounding-board; these
Iatter serve to secure an intimste contack between strings and
?The surface of the string i3 too small to affect g large volume of air.
hence the device of & sound-board. The vibrations of Lhe sznng are communi-

cated to 1t and a5 s lerge Sotface distarbe miuch mots ar af cach Sibvation,
me are hetter enabled to Lear the sound imitited by tho stxing. (V2ds § 5
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sounding-board. The pins st each end of the string are kept
apart by a strong frame. In the old instruments this frame
was formed of large timber-baulks, but in modern i

it almost niversally takes the far better form of an iron or
steel casting. Such metal frame is better calenlated to
Tesist the enormons sirsin created by the tension of so large a
number of strings. The pin ab one end of the string is
fixed in the steel frame itself; the other pin is set in 8 wooden
plank (supported by the frame) so that it can be rotated by
means of & tuning-key; the string is in this way wound or
unwound, and the tuning is effected by the consequent altera-
tion of the string’s tension.

The higher cotaves of the instrament have fhree strings
tuned in unison for each note, these three sirings being simul-
teneously reached by the sume hammer; these strings are
short and comparatively thin. The strings are longer and
somewhat thicker in gauge the lower the pitch of the notes.

As the lower part of the instrument would require
strings of impracticable length, these arc instead made slower
in vibrational-number by being weighted; copper or other
wire being coiled upon them for this purpose. juch
Tmore ponderous strings give more seund than the thinner
and shorter ones belonging to the higher octaves; the number
of strings for each note is therefore correspondingly reduced
in the lower octaves,—first to fuo only, and then, for the lowest
octave, or 50, 40 a single string for each note.

Tt may be noticod in passing, that much of the success of
an instrament depends on the proper choice of length snd
thickness of sring for esch note—or “scaling” as it is
termed.

O The Mechanism, or “ Action”

§3. Frmsrry: This consists essentially of a compound lever ;

the end which is prosented to us of this lever is faced with

ivory or ebony, while the other end carries & wooden hammer,

covered with layera of felt.! The mission of this leverage-

i The dlagram Fig, 1, found st eud of this chapter, will help to render
the: hllowlng explanations cleaver,
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system is to render great speed ab the hammer-end easy of at.
tainment, so that this can there be transmitted to the string.
As the fulorum of this leverage-system is far closer to omx
end of the key than to the hammer end of it; it follows,
that the hammer moves through some fwo inches of space,—
with eorrespondingly inereased speed, for the mere § inch or
50 that the ivorg-end of the lever can be depressed.

The depression of our end of the key beyond that depth is
arrested by & felt pad—the “key-bed * &5 it may conveniently
be termed.

The mechanisra is 5o adjusted, that the hammer gives its
encrgy ap 0 the string JUST BEFORE TITE KET REACHES TEIS PAD.

Here we realise, that all muisdirectsd effort, on the part of the
performer (i.e. - effort ill timed orill-directed n its applicationto
the key during descent)isspent merely on these key-beds. The
energy intended to create sound is thus more or less lost, and
the mechanism of the instrument is over-driven—to its manifest
iujury, and to the detviment of the quality of the tone. Hence
it may be useful to regard the koy as a See-Saw ; for the key is
s0 weighted, that althongh it seems lovel or nearly so when at
vest, yob it is in reality tilled-up toward us,—ready to have its
other end, the hammer-end, tilted up during the act of sound-
excitation

§4. Secoxpry: The most important of the several de-
vices with which this loverage-system is provided, is the

CAPEMENT.
This enables the bammer to fall away from the string the
moment its mission is completed; and this, although the
player may retain the key in its depressed condition?
We should however be unable to repeat the note, without

1 The simile of the See-Saw Is & peculiarly suggestive one ; for if we stand
on the ground, and desire the opposile end of a séesaw to fly up swifily, we
know that we fust apply all the onergy a2 our disposal defare our end of the

e ground. sice ol spcel-msiking i mpossible afer hat mo-
ment, ‘(Vide §§ & and 6, Chapier X.; alao Note o § 11, Ghps

against the siring; just 45 would happen, if we, in sounding & bell, continued
pressing the striker agsinst I, fnstead of allowing the Jatter to Tebound with
the return-wave of the metel f the bell,
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first allowing the key to rise back fully to its sarface level, if
this “ escapement ” allowed the hammer to fall completely back
to its place of rest. To obviate this inconvenience (and
consequent rigk of non-repetition of the note) sll good modern
Grands and some Uprights are provided witha supplementary
device. This device, while it allows the hammer to rebound
with (and from) the siring, sud thus leaves the latber free to
continue in vibration, yet keeps the hammer fairly close to the
string’s surface o long 18 the key i kept fally depressed ; the
slightest rising of the key from its depressed condition, here
suffices o enable one to repeat the note ; for the hammer does
not in this case fally fall back, nnless the key is also sllowed
to rise beyond a certain point.

An “action” (or mechenism) thus provided, is termed a

REPETTITON-A0TION ;—a term that must not be confounded with
* check-ropetition,” or “ check "-action, which is quite another
thing.!

§ 5. TarpoLy: In the older instruments, the hammer was
loft free, aftor its rebound from the string. This rendered it
Liable to bound back sgsinst the string on its own account,
re-striking the string once or twice before finally coming to
rest. The tone was thus ruined, since such re-striking would
not be likely to ocour in re-enforcement of the string’s move-

& Tt Becupement ke e form o el cruac el the “boppes.”
The hammer fed it o Hie bvton (termed s  roller ) ou I wnder-
id, close 1 its Hipge y ihip wmedns tho hammor ies oosely wpon tho
hopper, and is v.hmhyhitadw 0 the key is deprossed. The mechanism is so
apranged, tat this hopper or craa I tlted at the ight moment, during key-
descent the hopper fa consequence slfps or “1iops™ from under the ham-
mer's bition, an ammer is thus left free to rebound from the string;

i ovenind Heom Jomming, or “blocking ” agatnst the string, an
sopping its sibrations,

In the Repeiition: -action, s sabsidiary e is emploged fo csich the ham
et s S Sebeans: e presats e Jener oo Ealag completely
back, aud holds t 1 resdiness o have the hopper 5.clipped Gnder s buston,
without much reising of the key.

rence should here be made to Fig. 1,—diagram of Action, to be fousd
at end of this chapter.

e estent; o the eTectisensss o (s repeiton-derios can be tested in the

Sollowing manaer — Conts tepeating 2 nots with one fnger, mespwhile
odually | Tomwer the ey with & fnger of he other hand—thus by dagrees
imiting this key's ascent. The repetition is proved to be the mote perfect,

o smaiar the awceat roquired by the Rey, 1o candle i t speak SEATD.
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ment ; intentional Tapid repeiition was also but a precarious
matter under £his arrangement.

A check-repetition "was consequently devised. A “check”
—a little wooden jack covered with leather or felt is here pro-
vided, this rises as the key descends, and is so adjusted that it
catches a projection on the end of the hsmmer, shen this falls
back, thus precluding any further motion, until relessad by &
sufficient ascent of the key-

§6. Wo sce, therefors, that a “repetition-action” renders
easier quick repetitions of the samo note; whereas, a © check-
repetition-action” prevents the hammer from rebounding on
its own account, and tbus masring the sound.

§7. FovmTaLT: A paupERis provided to stop the vibrations
of the string when the key is allowed to ascend to its normal
position. The damper consists of & little wooden block, faced
with soft material, and pressed upon the string by its own
weight and a soft spring.  When the key is depressed, the
damper is lifted off the string just before the hammer reaches
the latter, and the string is thus left free to continue in vibva-
tion until the key is released. When the key is released, the
dsmper again falls into its place upon the string, reaching it
just beforo the key limit; the damper thus
“damps ™ (i.c., stops) the string’s vibrations in the same manner
that one stops the sounding of s bell by gently touching it.

§8. Frerary: Wo have the Damper-Pedal; the right-foot
Podal? This, on being depressed, raises the whole of the
dampers off the strings, thus leaving all the latter free to

1 The higheat octave-and-a half DY ﬂo, is left damperless. This is for two
ressons ; 1), these strings posse aratively little power to coatine
sounding, and 2), being left Teoo 1o, vibrate: they do so in sympathy with
Tower nica when Thess aro soundsd, thus increasing the bnmancy of the
lmh‘nmenL

‘The damper-pedal ia omu misnnmed the “‘loud ** pedal ; whereas it is in
Lruth but a gustaining-pedsl. Tts depression causes but little increase in sctual

in sympathy with it._Moteover, loter strings than the one sounded are also
bovad fo bose ipto sympsthetic Tbzution with i, provided tho noie setually

sounded occurs in the harmonic serles of these fower strings. Those latter,
bowever, will not fn this case sowund sheir own fundamental pote, bt wil fa-



THE INSTRUMENT. 57

sound. On letting the pedal rise, any strings that happen to
be sounding are then promptly stopped.

We see therefore, that to obtain a legato effect by means
of the Pedal, we must lot the pedal rise as we depress the
keys forming the next chord ; both the depression of the key
and the ascent of the pedal being completed af the same mo-
ment. Since the dumpers cannot reach their strings until
the Pedal is nearly quite up, and s the dampers also act in the
same way in connection with the rising key, it also follows that
it becomes an inexorable rule in Zegaio playing, not to depress the
pedal af the sama moment as & ey the sound of which we wish
to sustain, but instead to do so immadiately after the comple-
tion of the descent of such key. Correct Pedalling during
Legato—the putting down of the Pedal, thus forms a close
syncopation following the sounding of the notes.!

siad vibrats st th partienlar harsaonlcal givision that corresponds o thencte
of the higher-soundin;

is very Interesting fact should be realised by experiment. Depress, with-
out sounding, the notes forming the harmonics of & low note thep ask some-
one to sound that * fundamental ” pirongly, and o let g0 it ey at once.
ANl the barmonically related strings (15 uuder, vide A) will then be distinctl
heard. The B Sat will however be rather unclear, owing to the Larmonic 7t

swongy smied 3 K 2

SRR T
being flatter than the ** equal temperament” ¥tk ; the higher harmonics are
aleo Tainter.

8iD, instead of this, hold dawn wl(ho\lt sounding, the lowest of these
notes—the C. Ou then sounding any of the upper-partials strongly, and at
onos letting go their keys, we Chell Bt that i Tow stricg i thes aounding
ot 1 6 o proper e, ot e i, o7 e, of tese Upperpardals. Ths
‘can ho proved by lewting its key rise, when they at onee ceate. The Whole
Sormed by thess birmonica caa s be beard Tesaing from the swgls g,
Each sirng, therotors, which oan givo the note apunded as  barmonic s_nd
arimonics of Tt note,

thy with it and thus re-enforce it when the pedal is dows. (Vm ote b 83,

7
Vo render this clear, wa should remember that the fngers must in Le-
guto keep the damper of euch note aieay from its strings, until the moment
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To sum up Pedslaction in Legato:—The Pedal must as-
cend & the next key or group of keys is descending, and this
ascent must be so timed that the dempers reach the strings at
the very moment that the next sound commences ; or they must
do so slightly Latar, it Legatissimo is requircd.

. & Soatencnie” Pedal is added to o fow instraments, and
forms a sugplemeniary Domper.Pedal. This is so. con(mveli
that its iy after the
key or keys (as in the act of ordinary correct pedallmg), il
prevent these implicated dampers alone from falling upon
their strings until this pedal is sguin released. It thus en-
ables us to sustain individual sounds by means of the foot.!

§10, Srraz: There is the padal opersted by the left foot—
the “soft pedsl.” Several distinct devices have been adopted
by different makers in connection with this pedal. None but
the true Una Corda poedal should however be encouraged,
since that is the effect intended in the works of BEETHOVEN,
CroPIY, SCHUMANY, and others of the great Pianoforte Masters
—an amply suflicient reason.?

The danger of the una corda being ousted from the Hori-
zontal Grand is happily now past ; but it appears to have be-
come quite customary o omit it from the Upright, and this is
greatly to be deplored.

This uns-corda devico—the “mit Verschichung” of the
Germans—shifts the whole of the instrument's “sction” a

when the succeeding sound commences—ot even beyand (hat moment.  The
iepressing the pedal ith the keys would be,
that the \impeu of e presating nois would ot {Teach their sirings at al,
thus eausing an ugly cscophonous effect— smudging,” in fact.
¢ Do contatvesce consists clther of @ string placed herogsthe whole longth

e damper-swires, or of & complate set of liitle levers, which, when pushed
Govmard b ot pedhn orm 5 s(up and engage with any damper-wires that
Dappen to be raised past this device, thus preventing thelr retrn when the at-

conven.
fem snd cheapness fu manfacture, or from faddist fdess as to s being  fa-
ttous to the Iagirarient.” is 1o fact & piecg of shoer commercialism and van-
slism, Granted that the releatless use of the v, &.— uous use, end
under & rough jmperfe ined touch, will tend to throw out the unisons,
350 Taay tner sovere tredumaent cven tand o it the emmer Shaaks | nev!
tholess s forms 2o indiciment agains the w. . for su spplisnco can "only be
esigned for uss, not for I
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little to one side, Consequently, in the older instruments
(which possessed but two strings to each note) one string only
was reached by each hammer, whence the term. In modern
instruments the hammers are only shifted fo the extent of
missing one of their three strings.

The adjustment should be so arranged that the less-used,
softer, and un-cut surface of the hammer reaches the remain-
ing strings, Thence partially arises that peculiar, softer tinge
of tone-quality obtainable from this device. The main canse
of the difference however is: that with the shifted action, we
bave one string excited sympathetically—entirely without per-
cussion, the hammer reaching only the other two strings; this
gives & mellowness to the sound that is quite unattainable
by any other means; not even by the most perfectly  sym.
pathetic” key.treatment or * foueb.”

§11. The substitutes for the true wna corda are of two
kinds:—

The first consists of a strip of felf, which is made to inter-
vene between the hammer and the strings when the pedal is
depressed. It is an execrable contrivance, the effect of which
reminds one of & dog with his head in a sack.!

The other device is a less objectionable one, inasmuch
as it is at all events not evil-sounding. Here the depression
of the pedal brings the whole of the hammer-heads closer
10 the strings. As this lessens the distance the hammer-heads
can travel, this reduces the leverage the mechanism offers
under ordinary circumstences; whence it follows that the
same degree of energy delivered to our end of the key will
nevertheless create less speed at the hammer-end, and hence
less tone. Such power.cheating device is & gnite mmnec-
essary sppendage to the instrument, since the very softest
sound is guite easily attainsble, once the true principles
o producing it are ; for abeolate pp
is then found to be at once the simplest, easiest, and most
secure of all touch-kinds.

he torm oo pedal ks been applied to this contrizance by some
sbly on the ground of its singular inappropriatcness : ot fs
S Rl oF 1 ftanes 5 wipposed 1o be suggostvg of Hewven
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§ 12 The acquisition of good T is
facilitated by the possession of & good instrument; for the
better the instrument, the stronger is the prompting towards
variety in tone, and the more perceptible are the aural differ-
ences that result from good or bad production. Some hints
on the choice of an instrament are therefore given in the Ap-
pendix to this Part, Note VIL

§18. Reference should now ba made to Fig. 1, forming s
Diagram of the “sction” ; as the various points can here be
studied. Opportunity offering, the studsnt should however
ot fail to investigate an actusl “key "—preferably that of &
Grand. This opportunity offersitself in the detached “ action ”
exhibited by most of the makers in their showrooms.

RECAPITULATORY

1): The outer case of the instrument contains fwo distinct
portions ; the Instrument-proper, and the Implement by which
1o excite it into sound.

2): The instrument-proper consists of : 4), the Sounding-
board, and ), the Strings, with the wooden or iron Frame to
take their tension.

3): The exciting-implement- consists of the « Action” or
Mechani

9: ot Action, or Mechanism, comprises the ey and all
its appurtenances ; these include :-—

@) A Leverage-system, seesaw lLike, designed to facilitate
the attainment of a high degree of velocity at the Hammer-end,
and thus to communicate Energy to the String in the Form of
Motion.

5): The Escapement, 2 device to enable the hammer to re-
bound with and from the string, while the key remains de-
pressed.

¢): A supplementary device, to enable Repetition to be easily

ected.
4): A rcheck,” to catch the hammer o its rebouad from the
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stuing, so as to prevent its re-striking the string by a further
rebound.

5): The “action” has the following accessories:—

aa) : The Damper, to stop the string’s vibrations when the key
is allowed to rise,

28) : The damper Pedal, to raise the whole of the dampers off
the strings, and thus leave them free to vibrate.

) : The soft pedal, the UNA CORDA pedal.
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CHAPTER IX.
0N SOUND

§1. If we would possess the power of obtaining at will
every possible kind of sowad from the instrument, we must
first reslise what the instrument itself requires from us for
each tone-shading.

To form any clear ideas on this subject, it is essential that
we should acquire st least a slight—eclomentary—understand-
ing of :

® ¢ The nabure of the phenomexa of Sound ifself,

b): The mature of the String's aotivity during sound-ex-
citation.

¢): The nature of the various kinds of freatment the Koy
demands, by mesns of which we are able to induce the
desired kinds of string-movement.

d): The nature of the mechanical laws governing the appli-
cation of energy to our end of the key.

We will now glance at these points in due succession, since
this will help us to understend Key-treatment * from its in-
strumental aspeét.” !

On Sound.

§2. Oscillations, in the sense of sress of alternate com-
pression and rarefaction, travelling throngh the atmosphere,
are, when they veach the Har, transformed into Nerve-vibra
tions by that organ of sense. Such nerve-vibrations, are once

' ‘We shall then lnrthgr hsva to_learn to understand Key-treatment from

fuscular

epect st fs it of out musdles and to loarn
& ooy e Fequishs wuscalar sctions and imact
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more transformed on reaching the living Brain, there giving
rise to the sensation or consciousness of Sound.’

§ 3. The repetition of such concussions of the air, percep-’
tible throngh the esr, remain distinguishable as separate
shocks—or ear-impressions, provided they do not recur oftener
then about sixteen times per second. Beyond that limit—
16 per second,? these separate impressions merge into each
other; and we can then perceive but a continusus sensation
through the ear, analogous to that produced upon the eye,
#hen a point of light is moved in front of it with sufiicient
rapidity. For in this csse also, the image ceases fo remain
recognisable as a point—of light, and becomes instead a
continuons eyompression—a streak of light; of which the
vyrotechnic dovics, the “cstherine-wheel,” is a familisr
lustration.

§4. Such continuous ear-impressions may either be built
up of & regular, or of an irregular sequence of concussions:

Sound caused by sn irregular sequence, is apprehended as
uoise ; wheroas Sound cansed by a regular sequence, is appre-
hended as a musical note, ie.: A continuous ear-impression,
caused by an irregular set of vepetitions forms but a noise ;
wheress, we shall experience amusioal-sound—or nofe, when

e

of*snch ear-impres-
sion are regular in character; and this, however short such
impressions may bo as regards actual duration.

§ 5. Sounds even thet appear to us s instantaneous suzal-
impressions, are nevertheless most probably built up of many
air-oscillations, regular or irregular.

Any f

h as &

»
uch recurrences ar phases of alternate compression and rarefuction
muumg through the air or other suitable medium, are termed  vibrations,”
ia found that hess must howeser be well markéd and qefnie If they sie

{6 aifoet our ear ; Hinco thers s afr al § it 0 the Intier's sensitivencc.
ko0 deal of confusion ariss from there belig » Giforence 1% the Bo-
‘menclaure of vibration-nur rent countries.

“*vibration ” is understood to include & complete cycle of compression and rare-
aoion, the fwo togethar forming ut e singlo attadk cn our e ; bitln
France tor Instance, the {wo alternate states are both counted, so that a note
here aid to be of 16 vioratious s here sad 11 co 82,
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rap on the table with a peneil, or the click of a ratchet against
the teeth of s ratchet.wheel, or a single puff of air'—will more-
over, when regularly repeated, fail to remain recognisable as
a separate impression beyond a speed of 18 repetitions per
second, as already previously pointed out.

§6. We have learnt, that the siresm of earimpressions
caused Ly regularly repeated impacts becomes dlurred into a
continuons musical-sound, when these impacts reach about
the number of 16 per second? This sound is the note C, an
octave lower than the lowest Pianoforte G, and termed *32-
foot” € in the terminology of the Organist. Any excess in
the number of impacts received by the ear beyond 16 per
second causes a corresponding rise in Pitch beyond 32400t O3
for the grester the zumber of the component ear-sttacks per
second, the higher is the translated note ; such rise in acute-
ness continning until the number of repetitions is 5o high,
that a point is reached where our esr will no longer sexve to
render us conscious of theix existence.’

Tt is in fact the function of the ear to count the number of
impacts received, and discriminabing thus the differences in
vibration-number, to deliver the result to our conscicusness,
translated into a mental impression,—that of contrast in Pitch.

§7. Understanding that it s the number of vibrations com-

* The Syren isan exaumple of this las of one-excer,  Or we can imitate
the affect with our lips,—ss we In fact doin the case of the Brass instruments,
phre the lips sro helpeﬂ by the mouthojece o become ibrating veeds.  (Fide
Fote VIIL, Appendis —0n Tone-ezuitors.”)

" To (] mere rocuinie . whwa tha” voguiuny eopekted tmpreasions ou our

that number.

" Sound n.\'oga[her vanishes from our ken when the impacts reach a speed
of about 4,300 per sscond. This is because our organ of hearing is mot
Sdapted to Feceive ncrve: -cxctations ot & quicker rato than that,  We do nev-
ertheless possess nerve-cads differently armed or equipped, by means of Which
We &re able to distinguish vibration-rates far quicker than those of Sound, even
1 ther speediest, here e those differontand. ar quicker ibratiots, for
fastance thut form the physicol sesiy of Light and Heal. Furthermors

e ars Torns oF vinga o, snch e Bleceioli,fox tho parooption of Which
e are eatirely usprovided with any organg, an have therstoreto fely on the
artifictal e Iaboratory. "Those inclized to b interested in this sub-
Jot Shou rater 10 & QoL ivid estuns an. kg Sasser by Brafostor
Croome Roertso, to be found amongs: the populas “Munchester Selence
Tectures " Fifth Series (John Haywood).
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pleted per second that determines the Pitch of a note, we have
further to reslise :—that it is upon the Iniensity of these vibra-
tions, that depends its Loudness, ie. : The zones of alternate
compression and rarefaction reaching a given spot in a given
time, may be of small or of grest intensity—may be small or
great disturbances, snd the impacts recsived by our ear from
these may therefore be of little or of great viclence; it is this
distinotion that canses the difference in sensation between
londness snd softness,—that causes the difference in Tone-
amount.

§8. But there is yet one other difference to be acconnted
for, and that is the difference in the character of the sound,
—the difference in gwalify, “ fimbre,” or “ clang-tint,”

To realise the natare of this difference, we must under-
stand that the waves of alternate compression and rarefaction
that reach our ears, are nearly all compound ; excepting such
almost “pare” sounds e those of the Tuning-fork and the

“Open-Diapason” of the Organ, which are almost character-
less in consequence of such freedom from Harmonics.
at is ¢

The series of evenly-timed impacts apon our ear-drum, that
forms a musical-note, may be sccompanied by other series of
Fainter and quzcke'r tmwri impacts ; these latter (technically
‘termed rtials) form 1 time-
divisions of the pnnc.\psl set of 1mpscﬁs It is the presence
of such n thei and relative
strength—that gives the pmmlm character, or Quality, to
each sound.! This fact it is that enables us to distin-
guish between one instrument and another, between Flute and

ental fact.
In tiris sense the analogy is » good one, but we must remember, that we do
not have to deal with n surface. wave, in the case of sound vmnuom, but have
ergy in all direct centre—in &
series

v g sl
of raretadtion.
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Clarionet, Trampet sad Oboe, Violoncello and the Human-
voice; and allows us even to distinguish one voice from
another; indeed enables us to recognise even one Pianist
from another, owing fo divergences in hubits of Key-attack.

The production of different gualifics of somnd from the
same instrument, also forms one of the most powerful means
of expression at our disposal.

RECAPITULATORY

2): A musical-sound (or mote) consists of & series of concus-
sions, equally timed and of equal strength, recurring at a suf-
ficiently great speed to Tender it impossible for us to recognise the
separate impacts delivered upon our ear, which consequently blurs
them into a continuous sense-effect.

)+ Pitch, is the term used to designate the difference between
a high and a low speed in the repetitions of the ear-impacts,—
forming the differcnce between a high and low sound.

¢) : The pitch of a note depends solely upon the frequency with
which the air is disturbed or beaten in a given time.

) : The Amount of Tone depends on the Intensity of such dis-
turbance.

¢)  Most notes are built up of a fundamental strong series of
ear-impacts, accompanied by divers quicker and weaker impacts,
termed Harmonics.

)+ Divergence in the Character, Timbre, or Quality of the
tone, arises from the difference in the combination and strength
of the harmonics heard with the fundamental sound,
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CHAPTER X.

THE STRING: TS BEFAVIOUR DURING TEE TARIQUS FORMS OF
TONE-PRODUGTION,

§1 In the sound emitted by the Pianoforte, the requisite
air-concassions are induced, by setting a String in Motion.

he two ends of the string are fized points ; the string csn
however be driven aside from its position of repose (in a di-
rection at right angles to its length) owing to its elasticity.
Tt it is thus driven aside, this same property of elasticity will
$hen cause the string to rebound, provided it is loft free to
do so, and it will then continne in vibration (i.c., to-and-fro
oscillstion) until the energy communieated to it during its
first deflection is exhamusted; vunless such gradual dissipa-
tion of the original impetus is prematurely arrested by the
mechanical means provided by the descent upon it of the
Damper.!

§9. The Tiength, Tension, and Thickness of the String de-
termines how quickly it shall complete its vibration—to-and-
fro. Tt is upon the frequency of the completion of such
vibrations tht depends the aural effect of Pitoh; for the
greater the number of complete vibrations per second, the

+ The string, in thus beating or whipping the air, does not exactly strike it.
The attack delivered upon the sir by the string is rather in the nature of

front of the latter’s swift advauce, hence they are, as it were, heaped or
crushed upon each other,—thus causing a mormentery ates of compression.
Owing to the extreme elastlcity of the medium, this wave of compression i3
‘passed on from particls to particle, azd is followed Dy its natural consequent
—a rebound. We rust not imagt
is shmply the vibratlon thet i9 transmitted, much in the same way that ever-
tening circles srise on the suifave of  slicet of water, distrbed by the fall-
ing of 8 sione Into it The air Wwaves are however transmitied not in clrclets,
bui in ever widenlng spheres—of alternate compression and rarefaction. ({ Vide
Fote 10 § 8 of last chapter.)
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more acute the sound ; and the fewer the vibrations the lower
is it

T is hero imporative 20t o confuse speed in tho relteration
of th with
atwhich the wb.vtanceqftﬂe string istr mllmg through the atmos-
plere. The two are quite distinot phevomena. ( Vide§ 8.)

§3. An the slender String presents so small a surface for
contact with the sir, and is therefore unable to create a suf-
ficiently considerable atmospheric disturbance to be conven-
jently appraciated by the ear, it is found desirable to bring
‘the SoUNDING-BoARD into requisition.

The large sensitive surface of the sounding-board is in
secure contact with the strings of the Pisnoforte through the
intervening bridges; and the sounding-board is thus com-
pelled to vibrate in sympathy with the strings; snd as a large
ares of vibrating material is here presented to the air, a far
larger volume of air is in this way set in motion than could be

1 As the vibrations of a String are mostly too mmme \le rﬂpid to bz dls‘
cernible by the oye—excepting those of the lowest Bass strings, We
better lesrn to_understend the phenomena of Vlhmueu I)v sludying othier
forms of it The oscillation o! a Pendulun offers ip wich opporiuniy; a0

oes a persou siiting in a swing ?s, mspended at'the
end of its chain, also forms an admkable ﬂlus(rnuon and ooe moreover that
is nlvuyiconvmienll available.
shall ind, on experimenting with one of these, that the to-and-fro
ewings of auch ))end\l]\lm semeio e sume s Tegurds the mumber comple
in a given time, 50 long s we leave the length of the pendulum unaltered ;
that the oscillatfons “will compiete themselves more rapldly if w

actual speed of the masa throngh the air remains unaltered ; always
that the originally given impelus mu by degms exlln\m tsel
‘moreover find, that wo shall obtain mplote ibrations
lfwe shorten the pendulum to one ud of 1(5 lerugth md tha bake
penduium i a8 long 10 complete its sesuring jolraeys, lfwe give
R onaof penitio
Somewhat the same thing applies to the Pianoforte string. For wo shall
find that if we touch it geraly, miciway between it two onds, whilst it is sound-
ing, that ite division into two halses in this way Wil cause the two segment
0 continne in vibration, each on its own account; and as the two balves will

string, we shall now hear the sound an octave higher. This experiment will
at e:ce gtva us & practieal i m;x ht into the lim ture o1 “‘harmonics.” We can
continue the experiment; y encoessively touching the vibrating string st
st etotlengt, am.é it or sixieenth, e of {0 Isngth
e shell obisin 18 ghe: hasmonien e Celfi to codbie omtane, e il
Sbove thet, ete.  (Vide Hote fo § 8, Chapier V1LY
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sccomplished by the unaided string. The larger volume of
air thus disturbed gives us a correspondingly magnified sen-
sation of sound.

§4. In the Pianoforte, the String is set in motion by the
hammer. This is effected in the following manner :

The hammer, moving swiftly and with grest momentum, on
reaching the string, carries this with it—a short distance out
of its plane when at rest.! The extent of the deflection, thus
caused, depends upon the degree of speed and momentum
with which the hammer is moving. Such deflection of the
string by the hammer seems infinjtesimal to the eye; yet the
short distance thus covered by the two in conjunetion, amply
suffices to enable the hammer to SEARE ITS SPEED AND MOMENTUM
WITH THE STRING. The string, having thus been driven out
of repose, rebounds, owing to the elasticity of its substance,
takes the hammer back with it, and thus helps the latter to
rebound and to catch against the “check ” ready to receive it.

The string meanwhile continues its journey to-and-fro,
owing to the momentum it has acquired from the hammer
during their shortlived connection; and this momentum is
gradually exhansted, unless arrested by the damper's descent.

5. The fact particularly to be noticed in this connection,
is, that the act of tone-excitation at the Pianoforte must neces-
sarily be fully completed within the course of but one single
“vibration” of the string. Indeed the time availablo is sven
more limited than that, since it is only while the string is be-
ing driven outwards from its position of rest, that the hammer
can communicate its speed and momentum to the string ; and
it is therefore only during one quarter of ove complete to-and-
fro oscillation of $he string, that we have the opportunity of
conveying Energy in the form of Motion to it.

1 This forme but a very rough-and-resdy description of tle known facts;
‘but it suffices m enfume ‘the point which it js imperative we l‘ADllld m-.l lise,
vin: that e only te atizined by 1o
e This mxngme Shad poiat hat concerns e ‘Pianists, it is deemed mw
visable to glv: here a more minute description of the manmer in w!
string stexss oo its journey. Further detail woulﬂ lead rather to canluxlan
S cleatness, wtll thia mala fact is grasp
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This is the fact that in the first insfance determines the
treatment we have to mete out to the string through the
Pianoforte mechanism. We must therefore vividly and con-
stantly bear in mind, that since we cannot influence the string
Beyond the moment of its first swing oubwards, it follows, that we
cannot: influence it beyond the moment when sound breaks
silence;,—unless we repeat the act of tone-production.

§ 6. We are here bronght face to face with the trath so often
lost sight of i playing =nd tesching ; viz., that the act of
tone-production at the Pianoforte is not only a DISCONTINDOUS
act, separate for each note, but that it is one of exceedingly
short duration ; of no greater duration in fact than it is per-
ceived to be in the sharpest Staccatissimo.

Tndeed, we shall presently find ( Chapter XV, etc., Part IILj
that here the Bar itself is apt to mislead one thoroughly at
the Pianoforte, since the confinuous aural effect of Tenuto or
Zegato may edsily prompt us o a continuous muscular act in the
place of the proper one,—one that is individually directed for
ench key-descent and carefully ceased on reaching sound,—ex-
cepting always that slight residue of weight, which we shall
find is necessary when we wish to retain the keys depressed in
tenuto and legato?

§ 7. Coming now to the problem of Tone-Amount, we find
that the degree of comparative Loudness of a note directly

1 We shall presently realise that there isasmgle exception to this rule, for
we shall find that when the key is weighed int und at it

et of weighing may In tiis cise be comtimmed deyond the ‘moment of tone-
n: e Tesult forming the true 27 Rewutor ( Vide mest atso

It miy here prove useful to compuzeths form of String-excltgion 0 that
folin fami ianoforte hammer can give but one
single impulse to its siring ; whereas, the Violin-how imparis & continuous
series of fmpulses to s string. The action bete is, that the Bow carries
Siring along with i, staue 1 Tistomse oot of 100 Intien's postion in Epose.
The greater e welghtt brought o besr Jipon the siog through the bow. tie
greater w1l bo the frictiond_contact e o, and the
e sitng consequeatly b carried out o -.g Shacs, befors e Fhesional union
betsween the two is Dvercomeh the teasion tins ouased i tho siring.

Test, whon it again falls an easy pre; The conununmly moving bow, which
ok et Butemaally §rips Do . w0d nts Mo wrentits o aiong.



THE STRING. 3
depends upon the “amplitude™ of each vibration of the
string.

That is: the louder the sound required, the further apart
st b the exirome points & which the siring swings, when
besting the air in conj with the Soundi
For wo have losmt, in the preceding chapter, that it is
upon the degres of the air-distarbance (of alternate com-
pression and rarefaction) that depends the londness of the
note.

§8. Now, as each partioular string is compelled always to
complate esch of ity vibrations in the same period of time, no
matter how grest or small the amplitude of such vibration

i Z‘,

Fio. 2.—Comparison of large with smell oseillstions of & pendalum: both teking
same spaoe of Tume for their completion.

may be; it follows, that to enable the substance of the string
40 cover the greater space traversed for a louder note, it must
here be made to move af a greater Spesd. Fig. 2 will make this
clearer; for it will be seen, that the grester the spaco traversed
by the same pendulum in the same time, the more swiftly
maust it move to complete its journeys.

§9. We learn herefrom a fact of the ubmost importance,
and that is, that Tono-guanfify is strictly determined by the
String's Speed i—that the amount of Tone therefore depends

* This increase in the amplitude of the string’s vibration for each hlcg.nle

in tone-amount, can evea be observed by the e¥e, in the case of the low Bass-
strings.
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solely upon the degree of speed which we can manage to com-
municate to the string.t

§ 10 Coming now to the question, what it is in the nature
of the String’s behaviour that gives rise to the aural effect of
difference in the Quality of the sound,—difference in timbre
or Clang-tint, we find that the facts so far understood on
this point, indicate, that the difference is of the szme nat-
ure as that difference which we Pisnists find it hecessary
to make in our trestment of the Key, to induee those tone
effects.*

§11. Tt is found that the difference in the string’s behaviour
that gives us differences of tone-quality depends on the mannar
in which the string is started upon its journey; and it is
evident, that the difference between the production of the
harsher, “Brilliant” tone-qualities, and the more pleasant
“Sympathetic” qualities, liesin a greater or lesser percussive-
ness ; for the string s in the first case set a-going with abrupt-
ness, suddenness and absolute Peroussion, whereas in the sec-
ond case, speed is imparted to it, with a far more gredual
application of the total Energy employed.

1t is found that a too sudden spplication of energy tends to
esuse the string to move off rather into sogmental vibration,

1o entorce this polut, we shnuld  stways rocurto the siule of the Swing,

or Key-chain, ( Vide Note fo § 3 of 1his chapter, page 70.) For we shall Snd
on repeating thi expnxment 8othe,  uber of completsd scilations fn any
given thme remaing praciolly the sumo, whaller we cmplee D riings in

5, o7 4n.swall ones. Wheooe o deduce she. fach jhst far more
gmuna T . covered 1n- Uhe samo space of G when
smple” than when they are suall in extent. Tt Is alsp “manitest that the

DTt eaghs e g e 0 be cotered in the same spuce of time
iring each swing ; and foally 1 is evident, that in thl case & more edative
Ve —thless the vequisto spoed 1 uddod

during sucsseve swings by muscalar extrtion, as o
the Violiziring, or in thet of 3 person o0 6 Sying,—but Which remai

SR
2 ‘Pianoforte Tor
¢ We shall find in the mext chapter, rlm m more suddenly the key-
depression s effected, the more hassh ( britiand” axd * short” will

the renulting l\mm‘l-q\mlny "ond g e e gradually the key-depression
Fected, the more athti” singing, and corrying will the sound

- il furdics Suow s bow hse Gilerenges in ey treatmont
result from the selection of the partioular misodar ondons oo ot eveh
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than into those complote vibrations —of iis whole longth—that
enforce the fandamental sound.

The more these segmental vibrations (o harmonics) pre-
ponderate, especially the bigher and harsher ones, the worse
is the sound in every yespect ;* it is Loss besutiful, and less
full, and it is less able to travel or ©

* Helmholtz has pointed out that a soft hammer coming into contact with
the strlng *lies longer” on it than & barder hammer;
does not instently bound off, but the momeatu,

enhance it commercial valge with Some patrous, Gevertheless ren

atiely neficient as a iostrument for the producton of Vari of tone

ﬁmm fore so well reflect the moods of the player through the “ col.

quring” ngancg and such instrument should therefore be shunned equally by
e

5

xi
YVide§ 8, L‘haprﬂ Xy page 7.
*Helmholiz, in’ theory
” maintains, that the dmmm in qmm'il is u\\ud b{ m» dlﬁ:renoe
Betwesna mere Kivook snd 4 *Seov Harumer,
chcumsances hat cematy do apery ot o ond. of ot By
- Planotorts playing theeftc of the tone-escistion by means
u dbpwd‘ onthe 1=ngth of time the Jatter rema:

R spriags Tace. and Svsaces Srimuclly Tod enoan
“ time of coutact ; "—.c. - during one guarfer of ane complete string-vibration.
This xnde:d sb:ms& o form the true explanation of the Phenomenon.
DEX aitack of the string no doubt tends to produce but a concussion at the
string's surfacs, cansing ¢ 83 1t wors, to « wrlgglo off”Into movement ; ence
& poor sound, barsh with harmonics, which eltiiough nodsy in close proximity,
exhibits but small aarrying power. ' GRADUAL sitack of the string tends, on the
contrary, 10 give it a really far greater momentum, the resulting vibrations par-
taking rather of the simple (fandemental) type than of the compound (kar-
monic) type ; we ennsequenﬂy iere obtain a large volume of pure, rich sousd,
tat carries well, even s s

examplé o fhe Swiug, or buach of kevs on thelr otain, may bere
again help s 0 4 bttor appreciation of the facts : If we desire to givoa per
501 seated in 8 swing a good * shove-off,” it is useless to eadeavour 1o do o by
‘meaus of a sudden jork or knock ; we should on rary thus 1isk up-
seiting his balanco on tbe sealt The only (and fumilen) way 1o secure an
efective resulty i, €0 apply foroe gradh ywing our hend gestly to
come i contact T i conuten Sherefore, i Tests
of e resstapes Lo J¢ overiome, o fncrusse the enérgy of the

e s e e o Imceenne by e
el S ek e e rsatmons 27 1o Koy comes t0 be considered,
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RECAPITULATORY

): At the Pianoforte, the Tequisite concussions that form
sound ase commnnicated to the atmosphere by means of to-and-
£ro motions (vibrations) of the String, enhanced by the Sounding-

board.
4): The greater the mumber of such vibrations completed by

the String per second, the higher (more acute in Pitch) is the re-

sulting pote.
¢): The greater the exieni of these String vibrations, the

louder is the note.

2): The string must therefore traverse space more quickly
the louder the note ; since the time available (in Which to traverse
the larger distance embraced by the more ample vibration) re-
mains the same as for & softer note.

¢j: To produce much tone, we must therefore induce miuch
movement in the string. For the more quickly the string is made
to move, the greater will be the distance it can traverse during
the course of each complete vibration.

that we bere have a very suggestive analogy, as to how we should use the key
for Sympathetic tone.

Anoter experiment (orm: 2 £00d demonsttation fn his connoction -—One
end of a long_Tope take hold of the other end, and give it &
et o BTeESope i b e eem 0. e ggls » into litile curves. [n-
stead of this jerk, now give 2 carefully * aimed,” gradual Swing to the ro;

d one may succeed in Cn\lxing by such weuns o swiog in bt one Single

‘which e hammmot-ond 1s 4hl. 16 fanimit to he Siing the KXOWS differonces
in key-ireument that do eause the known differoncer in the string’s vibra:
tions—whence axise those differences in Quality, percepnble by the
e Thie ubatatery st oF e problem SHIY ety i syiution, we can
e e sohy o RapEihiss v Suveion, tesend of apon fally abertatued
acts.
“Thjs poiat, olthough extromely intercsing, is howewer of but small mo-
e, where we are not concerne In completing the acoustieal expla-
aation af e effects we hear, but are concerned with the way in these
e to be obinined from ont end o 7. Op hin atrer pulnl there
sg happlly 7o uuestion of * Lypotbests” since the fucts are all proven,—os are
0 the musoular-ones by mcans of which we are able to fulfil suck Jaws of
key-treatmont.
ose interested in this detail will find some remavks beating oo {t on Te-
Terring to the Appendix of this Part, Note No. IX., ¢ On Quality.”
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f): The string is set into motion by the felt-covered end of
the Pianoforte mechanism—the hammer.

£): The bammer, upon being brought into contact with the
string, shares its speed with the latter whilst deflecting it. Both
thereupon rebound; and the hammer, falling away from the
string, leaves the latter free to continue in vibration, gradually
expending the energy communicated to it, unless stopped by the
Damper.

)+ The hammer can therefore only communicate movement
to the string during the latter’s firsf vibration ; and can only do
S0, Guring the first guarter of such first to-ad-fro movement of
the string.

i) As the hammer ceases 70 influence the string the very mo-
ment that Sound begins, it follows, that this moment forms the
conclusion and cessation of the Act of Tone-production ; for the
string cannot move quicker than it does at that moment, since
it has ceased to be under the influence either of Key or Finger.

/) ¢ Tone-production at the Pianoforte is therefore a discontin-
uows Act; an act separate for each note ; and one that ceases with
the moment when Silence changes into Sound.

%) Beauty in the Quality of a sound, depends on the string’s
vibrations tending rather toward the simple types of movement
than toward the compound forms;—the resulting tone is thus
less embarrassed with the harsher harmonics.

2): This simplicity in the string’s vibration that furthers
beauty of tone (vibration of the string rather as a whole than in
sections) depends on the mamer in which movement is communi-
cated to it.

m) : The harsher effects arise, when the string is suddenly set
in motion ; whereas the more sympathetic effects arise only when
the string is set in motion as gradually as possible.
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CHAPTER XI.

THE ERY—THE STRING-MOVING IMPLEMENT, ITS BEHAVIOUR AND
REQUIREMEXTS DURING THE ACT OF TONE-PRODUOTION.

§ 1. The manner of attacking and usiug the Pianoforte-key

is by the of the String.

The Key's requirements have therefore been fore-

shadowed, and have in fact already boen clearly indicsted in
the last chapter.

§2. Our unaided finger would find it impossible to propel
the string into adequate speed i—a convenient implement, tool
or machine is therefore offered us for this purpose in the shape
of the Pianoforte Key.

This Key, with its attached Mechanism or Action, is indi-
vidually complete and separate for each note.

§8. It is important that tho term “key” should here
convey more to the mind than is suggested by the mero
sight of its Ivory or Bhony-clad ends. By “Key " we
mast understand : the whole lever with its attached contriv-
ances,—from the ivory or ebony end, to the opposite Hammer
end.’ .

§4. Since the main object of this mackine is, to enable the
finger to communicate more Speed to the string than the
finger could without being thus equipped, it follows, that we

o Mapitesty, u signifsance fur beyond tho sl ono s here aftached to the

as rdinarly employed, ¢ 1napplied to the visivle pltes that receive the
m%fs" ntac n g

Sy of Wremoving o key * hon G nstrument ; b sppiyiog the term to

the long wooden Tocker or lover (vide A—B, in both Figs. 1 and 3) to one
i aad which is quite separate from.

th he “ action” in most instr,

As Pianists, it is however essontial that wo should zegerd the whole of the

n}yound Jeverage systom (from & to D fnclusive, Figa, { snd 3) aa © Koy
seose_therefote i 1t, 4

u aiited fothe
smng i ove M fus as wactior Kind-of ke s Spplih o 3 f
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must look upon the Bey as a contrivance to help us to translate
Energy into

The energy requisite for this purpose is derived from
Weight, and from direct Musculsr-exertion brought to bear
upon the key.’

§ 5. This work of franslation is scoomplished by the key
through the agency of the compound leversge-system it offers
us. As we have already learnt (§ 3, Chapter VIIL), the depres-
sion of our end of the key-lever to its fullest extent of about §
inch, causes the opposite end (with its felt-covered bsmmer) to
rise some bwo inchea. Now it is obvious that the hammer-end
must travel at far grester speed than does our fingertip in
contact with the key, since the hsmmer traverses so much
groater a distance than does our end of the key. (Vide Fig. 3)

16, 8.—Disgrammatic repressntation of the principle of the componnd-leverage
mvalved, with omission of all detail of the meohanism.

wooden rocker, with Soger plate at A. C—D bammer. f string. Blkey-
pad. pL, p2, 5, axo mmovable cantres o pisota.

Tt is well therefore to regard the key as a mechanical co~
TINUATION OF OUR FINGER, to enable us more easily to indace
String-speed.

§6. To induce movement in the key-end presented to us,
we must bring greater Weight or Power into opposition with
it, than it itself represents, when in s state of rest.’

> This part of the problem is deals with In Pat IIL

o must howeser naderstand, that what e gafa fu speedl n tha way,
ngs 10 be, supplied as cxira Baergy at owr snd of the key. The Ky being
nd of Beo Suw, ipon the apposite Cut Of which 15 The object Thut has 10 be

spegded_in

ke, we must here nnderstand not only its actual weight,
It a0 the fraction o e Mackes meshantomny - Ta foct 1he meria of T8
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Such weight-opposition can only become translated into
Key-speed—and string-speed—and Tone, provided its full ap-
pliestion is consummated before the key's descent culminates
in Tone.

§7. The key thevefore ceases to induce string-speed the
moment the beginning of Sound is beard ; for the key-lever as
it wers fulls in fwain at that moment; ie. < the hammer at
that moment slips off the hopper, rendering it impossible for
us fartlier to influence the string tirongh its agency, unless we
sirst allow the key slightly to rise, and thus regain control over
the bammer. (Vide Chaptor FLLL,8 3 ancl 4, and Fig. 1,puge

This very potent fact in tone-production must always be
kept in view.

§ 8. The action and reaction of Weight, Force, or Energy,
in this connection, is, roughly speaking, as follows :

a): We shall obfain no key movement, so long as the
woight or energy we apply to the key does not more than equal
theresistancowhich the keyitself offezs us when in a state of rest.

b): We shall obtain the soffest sound possible from the in-
strament, i we Dring weight or energy upon the key-surface
up to the point that the latters opposition to Movement is
just overcome. For the key will then be exactly outbalanced,
and it will then (and thus only) give wey at the most gentle
speed compatible with its sounding ab all—giving the effect
of absolute gp.

©): To obtain more sound than this real pp, we shall have
to apply far greater Weight (or Energy) then this to the key ;
and the louder the sound requized, the greater will have to be
the sum of such application of Power. For increased Power
will be as it were swallowed up, before we can obtain the de-
sired increase in Key-speed—and String-speed—and Tone.
d): Whence we also find, vice versa, that the Key resists us
with increased effectiveness, with every increase in the speed
we endeavour to induce in it; and this in spite of the fact,
that the key’s actual weight remains the same.

§9. A puir of scales may ronder these points cleater :

8): If wo place, say, a pound-weight in each of the pans,
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we shall find that they merely balance each other, producing
a state of equilibrium ;—no movement will thence ensue.

©): Whereas, if we gently add weight to one of the paus,
as for instance, by pouring sand into it rather sharply, then a
moment il arive when that pan’s inertia will be just over-
come; it will be overbalanced, and in giving way to this
sligltly greater weight, it will sink down and. eanse the pan af
the opposite end of the lever to rise—also quite gently.

¢): Again, if fnstead of thus carefully adding weight only
up to the point that the pan will just give way, we bring a
whols extra pound or more to bear upon ib, then we shall find
that the opposite pan no longer rises gently as in the last ex-
periment, but that it now does so with extremely increased
swittness. Here we see indicated, the nature of the diver-
gence in Trestmont demanded by the key, respectively during
the production of pianissimo and fortissimo.

§10. In other words:

a): So long s we do not bring Weight or Energy to bear
upon the key, beyond the latter's resistance to movement, we
may rest on its surface without causing any movement whatso-
ever.

b) : If however we wish to induce sound, and that of the
softest possible amount, then we must add weight or energy
to that already Testing upon the key at surface-lovel, until the
key is just overbalanced into descent. This we can do
with perfect acouracy, provided we watch the resistance the
key offers to mosement, by means of our muscular sense. It is
the 1 (with its that slone can ac-
curately appriso us of the partioular moment when the key
Begins to give way, and which can therefore also warn us when
to discontinue the addition of weight or Power, if we mean pp.'

*Such estimate of Key-vesisiance cun be formed 1 two ways, for 1t s

{ormed dilerenly o aslow paisage than 1 is o 8 quick ooe: e can erive
it in & slow passage from the restetance wagh indisidual &ey cnn then be felt to
ofte; o mose rupid passges e st deperd on the gencral, impre of

e e e Ao Bt ok, a8 out Angent pam hoross

Allusion to the d\:! jes of the musenlar-senge and its cou’rmruwes is here
unavoidable, althoug yrematare, 'This matter receives further copsider-
e the nots Bt Frede Ghapror RUL)
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¢): If moreover, we wish to produce a sound louder than
this real pp, then manifestly we must add weight or energy
upon the key in excess of the amoust thet we find suffices
merely to overcome its ineriia—as in pp. In fact, the louder
the required sound, the greater must be the Energy we bring
to bear upon our end of the key, for the hammar will then move
‘more swiftly, the string-speed will be greater, and the sound
correspondingly louder.

§11 All this plainly teaches us to recogniso the Key in its
true aspect; viz.: to Tecognise it s a long Jever or machine,
intended to enable us to obtain a high velocity by means of
its hammer-end.

Once recognising this fact, we are inevitably forced to the
conclusion, the true one: that any percussion caused at the
key-surface forms absolute ¥Is-UEE of the Pianoforte tone-pro-
ducina mechanisn.

that T fon at the Pi
should be aiteined Ly suy real uamitigatod hitting or ° ik
ing” atthe keys, being thus proved to be a complete fallacy—
except in mere appearance, it follows that we are compelled to
discard all doctrines of fone-production based on this fallacy ;
unless beauty of tone, ease and oertainty are nob worthy of
consideration.  To harbour such conception of the act of
Pianoforte tone-production is almost equally far from the
truth, as it would be to suppose a “stroke” at Tennis or Bill-
iards to consist of an act of “ striking ” the racket ox cue itself!
1 This fallacy has probably arisen, like so many other indefensible dog

elating to Piasoforto-eshnidye, owing io the intial mistake, tha of s fring
5L effocts.—of the imbmotements, etc.  that accompany eorrect pro.

the contrary, he always *follows-up * hie keys, however much it may seem
to qihers, and even to L, like * puncbing the key bow

It should be noted, that ths main fact against « key-hitting * is, that
‘ovssTon is thus canaed ut the oy surl'u.z‘—hchwccn Toat and the. dnger-sip.
This forms 5o much waste of Energy ; the molerular vibratious of
450 g, this Caume Telacing o U CRtansShe Foerndsd RS o o
whole body of the key fiself. Tho further dissdvantage fs, that asouracy
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Meanwhile, we must never lose sight of the all-important
fact, that we must apply all the energy intended to produce
Tone, before the moment when it becomes too late to do s0;
else we shall squeez the key-beds, instead of making tone.
That is: we must always remember, that it is too late to make
sound when the key has Teached its bed, and that the act of
tone-production itself is always as shor-livad as it is obvi-
ously enough proved to be in Steccatissimo, and that we must
therefore be constantly on the alert with our Ears, so that the
very beginning of Sound.emission msy instently warn us that
the opportunity for inducing String-speed by means of the
Koy is past.!

§12. Coming now to the divergences in key-treatment that
determine the ifferences in Tone.QUALITY, we will first retum
once more to our pair of seales, which will enable us to Tealise
snother instructive fact :

We shall find that we can make the addition o the load on
of expression must needs remain unattainable; since we have in this instance
no means of xlw\lrﬂlcly feeling the degre gree of Tesistance each key offers, and

cannot therefore accurately guids it to its musically-intended eonsummation
in toneshading

ts besides : The one pointed out above, that the key is
8 lever by which to move the string, should prove ample to prevent our look-
ng upon tho key n the light ot a bal, ete,  Experient s moreover proved
that the hammey iisaatly fie of Ui “action ” when the ke is eally hit—
i which cuse all the clabirate Jeverage sysiam provided, by which grads-

o fndacs movement, bocomes atolces. Agaih, i the key is driven down
Gven-suddenty by 4 really forciole blow, it is exceedingly probable, dat the
**hopper * then"inst elips from under the hammer, thus similarly reu-
dering futle the carstully planued leverage system of the key.

Vite' Note X., Appendis, © On ey hiriiag, - which gives further detalls,
anda uxmmlry G these points.

 Tgnorance of this simple law—one would thik it 1o be selfevident
enough to occur to & child—often leads to the monstrous fallacy, und to the

sequent complaints utiered by Pianists, that 1t s thelr supposed “ want of
Strength” that preveuts their obtsining the full measure of intended tone !
Those buge exertions we 8o Jamentshly often witnoss, even on the platform,
axe generaily th immetiste resuts of the performer hot Lting 80 Tar re00g.
Sisch this very frat a0d obvious fact combectad with his fatratsent, iz that
Tone-production avsolutely cesae when the key-bed has been resched—or
$ren before thar: and.that il the Isbour expendad on the Kkey-beds fe bot
sheer waste, but impedimental to scourato expraseon.

Te may rest perlectly assured, whs we see a performer labouring at Lis
Sustrument as if he were ng osom, that he has certainly mof conquered the
mers “ Elements” of usng the key»bonrd corzectly,—has hot Jeatned his tech-
nical A'B C, however admirable his artistic Instindts msy be in other ways.
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ome pan (vide § § and ) by letting go the intended weight
either suddenly, or by letting it slip through our fingers more
gradually. We thus have the option of adding a given weight
in either of these two ways, before the pan in question reaches
its full depression.

We can moreover, in sither case, employ a weight sufficient
to cause even a very swift ascent on the part of the opposite
pan.

The distinction thus illustrated, is, that we can either sud-
denly or gradually induoe a great speed in that opposite pan.

Tt is just such. a distinetion between suddenly or gradually
applied force, that will, in the case of the Pianofortekey (by
inducing the contrast between suddenly or gradually-reached
Key-speed) enable us to camse the sural contrast between
“Brilliant” and “ Sympathetic” tone-qualities’

§ 18. “Tho natars of this disergence betwicen the production
of “brilliant” and "t i
between Sudden or Gradual key-uttack, or the French * avec
attaque ” and “sans attaque —may become plainer through
the following considerations and diagrams (vide Fig. 4), illus-
trative of the wo opposite extremes of this nature in key-
treatment :

Fg. 8.

| FgA

Of the two horizontally converging thick lines in both the
above diagrams, the upper one (aa) illustrates the position of
our and of the key when at rest—at “ surface-level ” ; the lower

other words: The mare suddenly we attack tbe key, the harder,
uhorlcr ‘and less carrying will be the resulting tone; and the more gra
e propel e ey it Tl spet, the mare * sympathetc ™ —-xesonan, rih,
folland carying™~will be tho tone aod the more coniroled will it be.
K really /it ey cannot for this reason ive a beautfal sound; alv.hmi%h it
may soem o canse much commation and noise close to tho instrunient.  Refer
again to Nole X., Appendiz, * On key-hitting. >
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of these lines represents the position of the key’s surface wher
folly depressed.

The vertical (dothed) lines in both disgrams are meant to
exhibit the degree in the key's motion during descent, respec-
tively in brilliant and in sympathetic tone-production.

Io disgrem A, we have Energy applied suddenly—"aveo
attaque.” Here the doited lines ¢ (supposed to Tepresent
the degree of speed) are seen to start at once some distunce
apart, but they remain only ths far apard to the end of the
key's descent ; for the key-descent is so sudden that it is prac-
tically impossible to attain any increase in speed during i,

In dingrom B, ehs key has on the conizazy been reached

ithou Thout ~ sans
attague”  The dotted s 4 therstors hre commence to
gethor, and they widen out to vepresent the Speed-croscend
hat oun mow b induced Anring descent for the key s i this
case started on ifs journey almost imperceptibly, but has en-
ergy applied to it in increasing ratio during its short-lived de-
scent, thus giving that almost unpereussive attack of #he string
whence arises Beanty of tone and control of gradation.*

§ 14, We now come to the distinctions between Tenado, Le-
gato, and Staccato.

To induce TaNUT0, we maust continue applying the Weight

Tt soems wellnigh fnoredicle that we should thus be abl to omuDE the
medon of 8 key us desende for ympathelc tone) dusfog the mioule nter.
i Many of the muscular-acts of our

T¢s even possible (although extromely diffiuly_directly to grade key
descent in this requisite manver by an exertion of the Will. This s however

brows nd snceraln§ 07 we can, Ly upplying, e reqciite Moscuam, Co:

Sonitog Joratony

enable us Lo prortds thess sequlsite muapular mndihans, we must stud)
Xey-treatment from its Mustuar Awpecs, ‘This aspect of the study of Ton
e T, T e e P fuat Fotowm
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that just proves sufficient fo overbslance the key into descent
—info its soffest sound,! BEYOND THE MOMENT' THAT THAT SOUND
BEomys; for it is obvious, that the smount of weight that
proves ample to cause the key's deflection, must also suffice
2 retain it depressed and provent its rebound, sud thus keep its
damper raised.

Tenuto thus involves : that a light weight, sufficient to de-
press the keys, roust continus resting on them affer the com-
pletion of the act of Tone-production.

§15. Luoato is induced in the same manner ; the weight
that suffices o depress the key, und which, if continned,
therefore suffices to keep it depressed will, 4 passed-on (or
transforred) from hey o key, create that merging of one sound
into the nest, termed Legato.

This Zrangfer of light weight should be effected at the
very moment that the next key's descent is desired to com-
mence. The descent of the new key is in this way so timed,
as to meet the ascent of the previous key sbout half-way, or
theresbouts ; the demper of the ascending key will conse-
quently resch ifs strings ot the very moment that the next
sound begins ; and one sound will thus be caused neatly to
merge into the next, without smudge, and without break in
continuity.?

This light weight, thus resting on the key-beds in Legato,
and thus transferred from note to note, is contemporaneously
continuous with the duration of each musical phrase ; it in fack
here forms the Act of Phrasing.

Suemz-legato, legatissims, is induced by slightly deferring the
trangfer of the light weight thus continuonsly resting on the
key-board during each musical phrase, Jeyond the moment that
the mext sound commences. The sounds consequent-
1y slightly overlap; causing an effect somewhat skin to the
glissando of Violin playing, and to the portamento of Singing.

§16. To obtain SraccaTo, we must cease all weight and

1752288 8, 0 and 10.
* Vide remarks on legato pedalling, etc., Capter VIIL, § 8, page 57.
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force at the very moment thab sound-exoitation is completed,
excopting that slight amount of weight that the key can bear
at its surface-levelthe amount the key can bear without de-
Hection.

Tf we suceeod in doing fhis, the key Will be fres o Te-
bound, and will do so instsutancously—even camying up with
it, the Super-imposed fingex:

The following _experiment should
here be made. (V‘/ie Fig. 5.}

Talke a Jarge lead peneil, the larger the better,
%)

ger, letting its end rest on a key in the contre of
thie keg-bourd.

Now sharply depress the ey by means of
the pencil; but canao the grip on the pencil accu-
aty at the moment that sound begias. p

f the dowr-impetus is ceased accurately
enough—instantaneously that sound aises, then
the key, in recoiling, will drive the pencil up,
the latter slipping through the 80Eersi~the g 54 a pencil or other
result belng an sbsolute staccato. smooth object

§17. No greater Weight or Force than just suflices to pre-
vent such rebound of the key in Tenuto and Legato, should
therefore ever be allowed to rest on the key-fed. In fact it is
unneoessary that more force then this, should ever even reach
the key-bed ; except in a comparsiively rare effect, a forced
variety of Staccato, in which the rebound of the key and finger
is assiséed. by delivoring a blov o tho koy-bed, analogous to s
jump or “kick-oft”

§18. 7b sum up i]m Chapter :

We find thet the Key is s Speed-tool; and thet the laws

3 The act of Resting oo the keys, In ts two forms—the one so light as to
Bave no effect upoD the keys, os in Staccato, and the other slighily heavier, so
&3 %5 compel theye contiaeq deprosson, as 1 Temuto or Legs
more Tally covelloraf 1o Pavt 111, Tor such Resting forius one of th
congepts ot correct Touch,

3 There is also & cortain form of eumbrous cantadile, in which slightly
more, weight may 1¢ach fhe bey-beds (han Ts Recessary 10 eaure egato of
legatissims,
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that govern the use of other specd-tools must therefore
equally apply in the case of the Pianoforte key.

We should always besr in mind, as previously suggested,
that this Tool is akiu to the See-Sow in principle
This will prevent our being tempted either to sgueeze it upon
the peds beneath, or to punch its surface viciousl
efforts to make Tone by its means.

Ve shall then, on the contrary, take hold of it—upon it, and
realising its resistance, feel it to be so intimately in connection
with our finger-tip, as to seem literally a continuation of it.

Projecting our minds meanwhile to the opposite end of
this tool—the hammer-end, we shall bring Foxce in the shape
of Weight and Muscular-cxertion to bear upon its handle—its
ivory or ebony end.

e shall so To the application of this force, both as ve-
gords Amonnt and Gradstion, thet we shall ensure that the
desired speed of the Key—and String—is reached before our
end of the tool is brought into contact with its underlying pad,
and we shall thus have succeeded in obfaining the exact
tone-shading which our musical conscience prompted us to
desire.

110 wel to koo this sl s miad, s it 1 s0 munfestly tutile 0 con-

g down one end of a See-Saw, after this has reached the ground,

e pressing
it our purpose be o fndce moveraext at s other end.  (Videalso § 5,
ter VLT, page 54.)




RECAPITULATORY AND SUMMARY
OF THE MAIY CONCLUSIONS OF
PART IT

2): The Pianoforte Key is a machine to facilitate the produc-
tion of Speed in the String. It is a compound-lever, akin in prin-
ciple to the See-saw.

4) : 1t follows, that Tone-production can only be effected by
giving Motion to the Key; siuce this forms our only means of
conveying motion to the String.

¢) : Energy brought to bear upon the Key ceases to create Tone,
the moment that the place in key-descent is reached, Where the
‘hammer’s motion culminates, and causes Sound to bagin.

4): The act itself of Tone-production can hence never take
Tonger than it does in the most extreme Siaccatissimo.

¢): The Ear apprises us of this moment more quickly than
can any other of our senses; hence we must Jisten for the begin-
ning of sound, if we would have Accuracy in tone-production.

f): The greater the total speed we induce during each indi-
vidual key-descent, the greater is the Tone-quantity.

£) ¢ The mote gradually this key-speed is attained, the more
beautiful is the Tone-character,—the fuller, more ¢ sympathetic,”
smgmg and carrying is its guality, and thie finer the control.

- The more sudden the key-depression, the harsher is the
xesulﬁng Tone-quality; it may be more ¢ brilliant,” but it will
be less effective in carrying power.

i): The soffest possible sound is obtained, when Weight is
brought upon the key until a point is reached where the key’s
opposition (or resistance) to movement Is just overcome—and it
consequently slips down with the must gentle ‘movement compati-
ble with its hammer reaching the stri

/) Such amount of Wught, allawed to remain resting upon
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the key, beyond the moment that the latter’s full depression is
reached, forms the effect of TENUTO. The duration of such
Tenuto is determined by the duration of such Resting.

%) The effect of LEGATO is induced by transferring such con-
tinuously resting light Welght from key to key ; such Transfer-
eace being unbroken for each Musical Phrase.

7): Welght of less amount than this, insuficient therefore to
cause key-depression, may be left resting on the keys without
causing elther Tenuto ot Legato.

It is such lightness in resting, that forms the Basis of all
STACCATO effects, provided it s combined with an accurately-
aimed Promptuess in the cessation of the Energy that causes
key-descent ; for the keys are in this case left free to rebound the
‘moment that Tone-production is completed.

) ; Such combination (of light Resting and accurate Ceasing
of the act of key-depression) also forms the secret of all great
Agility in playing.

)+ Tt s futile to squeeqe the key upon its bed with the object
of inducing Tone ; since sound, if produced at all, is given off
before the key reaches its full depression.

0): It is almost as futile to attempt to obtain good tone by
knocking the key since the concussion here caused at the key-
surface forms wasfe of the Energy intended to create tone, and
thus engenders inaccuracy in the tonal-result,—the actual tone
obtained not corresponding to the tone intended.

#): We find (also vide Part ITI) that instead of squeezing the
key-bed, or hitting the key-top, that correct Tone-production de-
mands :—that the finger be brought comparatively gently into
contact with the key-board surface, so that the Energy requisite
to move the key may be there estimated by our senss of key-resist-
ance. As the key-resistance varies with each change in Toue-
shading, this will lead to the requisite muscular-conditions being
almost automatically prompted into existence,—in accurate re-
sponse therefore to the dictates of our musical-consciousness as to
Time, Tone-amount, Tone-quality, and Duration.
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“ ON CHOICE OF INSTRUMENT”

e VIL—For § 13, bapter VIIL, page 60, The msjo points that
shofn\d be tested by the Stideut, and attist, when choosing an instrament, are
s :

§1 Bxtent of the Jone-compass. | i should form the most tmporians
element determining choios ; for the larger the possible range and earisty of
tone, the more will ' colouring ” be stimilaed.

1, the action, Responsivenese of the nsirumont’s * touch.”
e least possible amount of fric-

ot
e BosraTi: et permits i Resting ” at surfacedovel of the Koy to
s ot ouly eulanoing one' semce of securicy, but also
Lomping b toard cormech iy mestmont ainct key-apping is Frore casty
discerned to be Futile In the case of the More heavily- gle
Heaviness of (s kind must, moreover, not B omrosed with Y suckmess ”
daring descent—stickivess s » Sure sign of a badly consiructed mecbanism,
of one in bed con
sufficiently ws\ghr/aﬂ ey 1 also quite s distnct thing from a hearly:
folted, or doeply  toned ” bamer—a bamimer softened by prickiog.
ey of emuniation. B gucstd 1o ihg Jagtr case, sad the ferm  besviness of
Lcuch "ds hereoften misapplisd, Vi
oo, T, o e better termed, sontim ation poes
of dho luunds expecially at and Just ubove the centrs of the metru
[There are moreover two Qfférent points to be noticed in conjugerion with
this: () Sustaining gover i sespect to he degreo of sound continving duz-
ing o long note, 214 (5), Sﬂ!'«mnm$ powu i e rory percussion itlt of the
sound—ie., o Certain ™ thick igainss * shoriness” in that initiatory
percusslon. of ench sound, a percussion laseparable from our instrument—ex
coptiog when it s almoit sradioated wodes the finge of an expert * sympa-
playe:

2 Aocara the Damping, T this respoct there must be sbiolute
prompizess a0d completaness, “Tho sound st cense nstaacly
Fehel the siriogs. Ay contiatied - buzriog » males fa bad Vitiog o

in Staccato and in Logato, nnd 'elon 1n Pedgling.
5¢ Harduess of hammar, For the platform, and for the student’s practice-

fooR, & constderably - hatd ” hawamer 13 found, helptal; the bemmer spoula

at il events not be over-feited or over-* toned.” In the Concert-room, it un-

donbiediy belps tie st for e can [ v\}:mt e s doing ; in the Study,

am e Jikely to lead to the soquisition of true pp (end

1 other forms of correst wad sy asherc touch) than 1s the soft hammer.
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The soft haramer is apt o ide fayit (2 key-attak to s considerable satent,
wherefore It is exceedingly beloved by amaiouss of the fasioero ype.
Earder fwmimer,on the oller Land, gives far more polated warsing to the
e e commentment of ek ouad; and how importagt this i, e
Shall understand better presently. Fnough, tha thoss who bave acquired
Correct forms f key-ireament, need 10 bleaket of felt to hide their wrong-
doing.!

T of oparse posivleto Late Lummers oo hard, for 1 trve ot an
fusirument with a really large one, Tequires a considerable itz of B
e foning to allow Tis 1one 1o b dlsplared to best advats

1 andar th ke S0ouTd proforatiy be Of he Larder type. The
e kep Dl chromgh s sharper resitanee, gives beter watnig tiag doca
the softer key bed, of the moment when tilé tone-producing stresses have
completed thelr duties; ilie barder pad thus helps to wata Us ot 10 carry
These stresses beyond their proper place In key-descoot. Am ideally perfect
cxeoutant would indeed be he, who could be so accurately Jed by his Ear,
o e able epiirely to arold plgizg sgnint the key-bad in smast all fommd
of tone-praduciion : bs rould bo o pertect, tht be could play without dan
2g0 on an tasirunent aliogether unprovided with pads uuder the keys! An
S partoction of techuaue neither resdhed within. measuratie disfauce 30
far, nor ever kel 1o be esch

7 Dept o fouch, & decp iouch  prefersble 10 o shallow one. 1t en-
dors command over the oer fonc shadings more eusy. AR ingiruient that
glves s o ont arply s on ths reason ususly provided with sore depis
£ Sey-duscat (lo readke o cnaie) U s 5 ¥
gradusl souncgrojestion ; both in che cuse Shers. (s slowaess 1 sound:
S ision is caned by mere elative softuess 01 *soniug > of e hamraers, and
o e s whore 1 i caused by the pecuarisy Of he sounding board, a5 it
is fn some g00d Pianos :

5: Some instruments are far more slow of speech than others. It takes
longer for sach note soutded to develop 1o Fall lone,

¢ should be noted tgt this diflerence fp gulle istnct from that sompara:
tive ety or e oF Gotbelaiog erising from the relative harduess or
sofiness of hammercovering, . Vi s a difforence to be atributed to
ivergence 1o the consirution of tho soundingbosrd e, I seeme, thar
the sounding-board that gives out its
although faf more tryiog 1o play upon tha the o3 um glarply detnes the
beginning of each note, s nevértheless found 1o * cari
sound fuller in & lsrge concert.rooms. O dhis porat we 1 st ndiv
ourselyes baring o mind, that the bupyy mediom s he best Ty auch
e sopatition ” Fower shonld b ftod, as suggested in Joto 1084,
cmpw VLT, puge
TR0 dosg on he whole no harm to the siudy. since It
metely ovees- oo 1o llon e Keys 10 risc well for ench note in pussages of
repeaied notes, A good repetition Is liowevor essoatial for the concert-room-
The oloser down the repetition Is available the better. It not only renders
the ropetion of aoies more cortain ot wainmet bt aleo slows ot ceriain
sxtremely 1epd pp shaka that are quite m) on an instrument
emaunds & Tosrly Ly atéed Ky Tor Sach repuition of & b0t

There o w0 snticca of s e of comlderat seam.
B e e e iimart S i Thpening
Ba i R AT ST

7 Bitive 3Dy 1L gt thesgimoia |3 P o prove st o biny
S8 e o s oo Bent B s ” e
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“TONE-EXCITERS™

Nors ¥III —For §5, Clopter IX., page 66, There are innumerable
means of profucing (s equiréd soncussions or disturbances ia thé smos
plers, that allow gur enr o perceive & musial pote.
heel, or even the edge of a eoin will suffice, when rubbed agninst
o st ot g Saka Tor the nandl Y Dot S a5, 1 successively iy
fng off the teeth of the wheel or coin. Tl *“reed”
rsan-pipe, elo. is o closely-related foma of exciter. Sach
of R siigh fonge of mes oryyood, I s S ot ono end, and free o the

2 windchamber. - Ths Jead i thus T to WIorsie whie nencly slsing o
‘indchumber ehind k. Tho consequence ig (st (he freeend of the
displaced when suftclnt sir-pressuro e brougts o e Thewin i
escaping, momentar ks Gt wind-prossute, ad the 1¢ed cien fals back
oowing 5 1t slasticity and recloses e daoravay | ho Topid rearion of thive
forges U gives us the requisite ai-copcussions, T the Whistle, Fluto,

x  Flue” argun-pipe, such Toud ” takis the form of o dhertof oir. Thic
Shin Sheet of air 1 qriven agoinst 3 sharp metal or woaden edge, and g this
air-sheet caunot as i were siand sgatnet tids i N Bachuitcs rom Soe 1
sido, thus beatiyg te ir esuctly in the sume manter as fis wooden or mital
relaiive.

iThe Btring beais the sl much: 1 she sume wag as < reed” does; but s

action is adequately considered in Ohepter X.—* The String.

“OF QUALITY OF S0UND"

1 IX.—For § 11, Nots 8, Chapter IX., page 76, THE EXPLANATION
of tis proess P T A S I R e
ences in Key-treatoent to the String, that cause the latter to emit cither a
puser or au mpum sound, bas ot el been ually determined.
We do know what i the rature of the difference in Key-ire at gives
wie commsts in Tone-quality. e also know what 1 me e \lpon the
e

in
ral Liypotheses aro here

=" The wiaet plausibte one, & ¢ lo¢s Tersain fn commusis
catioh with Ot Sl of the Liyorand ut SBger-Ap—up to the Sroment tak
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tnesirog s fuly defiectet, T s 1 the s souton, then s sy 5 oo
how the gradually increased apeed in key-deacent (derived from elastic

tone, causes the hammor o < e longer oo the s, thab it d
imyiiseof 2 suddimly

player's Souli here obviously shove™ lnstead of Jerk the string

Futd movemeat, This hypotbest, Lowsver, meets with the following objec-

dong:

escapoment, (cido Fig. 1, Ohap. VIIL, page 69 is so sdjusted, that
the hogpen 1 SR fuoen oG T b e It i still Ghout
B af o o Stent o e S, The 1d il
appenr to lose connection with the fnger-tip befare the g evon resched
s cortualy does buppen when the key Lo oy deprsict ot fo e ni
Sy Tor the hasmier can hen b sedn o fall back, iihout Teaching the
Sriog at a1l

Tt has, bowerer, not been Anally decided by experiment, how the escape-
ment. reslly does st during ths s o gueceful tome rodictin ; 1nd the
surmise is therefore porai . 1he hopper doss 7t thus o—does ot
St Soopmhan s ¥y 1n duprossad with sofielent momentarn 1o &
ot the Taintest sound, g considratle. degrae. of momegtum being required

d thus 10 allow the hammer to reach

s siriog, even for e sofist comnd. s egxee f energy asceriaied by the

string ftself, when the latter retuns after its first outward swing —
e hopor thal may avis possly owing 1o 8 ghester Tnation
being s up beivean hammer and Yoppe: dusing correctiouch, thay 1sset up
during 1 slow, non-sounding key-depression ? That the hammer does not f
OIThe bopper duriog the lust part of 1s Journey to e string i aympa
toucd, but instead appears o semsin o connection with the rest of the key, up
(0 the last momant o the s of tone production—up to he moment. that the
Siring fSel 1o able by its acoll to a3 che Ropper-—3s sconcluson it seema
forcibly poiated to, Whon we experient Wil a hoie thai - blocks

e cxpeRiment with 8 key That bas l1s escapement 30 majadu

to prevent the hammer from slipping off the hopper. That is : if we adj
the hopper ut (4, Disgrem Fig )i sich o oy that the hopper s nat ted
ear, e unable 1 slip off the hopper, eud the

[P onsstanin fomain arigid pari-an -pamelo o Ky, evon

w, it is most notesworthy, that o can e athalos produce quite s bena-
tiful ke, even with he escApement fus mal-adjusted, provided. wo are
!cen'.-—-ymvx ed we are_careful

]
158

o
s at & DOLLt 10t quats w0 far down i kiy-descent as usual, that the string
Then sosns Ko 2 rivs (e Askaraer back i 105 v that & ponterhy sy

3T el i of s xcpument o wa il gt i esly ot
e o oy ko Jom T U o ot
e S BT ety sore
o’ and et s 1 I 5 0 o SR et 5 SOtk 1900
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pathetio tone is {len In consoquence casily attainable, cven under these
adverse conditions of the fnstrament
oreover, we find, on making the opposite mslsdfustment,—so fhat the
hopper iy ult:d from linderneath The hammer-button much too soon, long be-
fore th s Teschicd (13 fall depresion,.that the production of ressasa:
< eympatiecto” tone, then besomes i praciical TRposSTIIy
o fact, if oaly the adjustment fs bad enoud, or if the hopper-spring has
Vecome displaced, thew it become impossible to obtain any tone whatever |

Tt is certafuly conccivable, that the greator the momentum of the Lsumer
whea it Anally reaches the String, the langer will it then ** semain Jying

the Initer,—tlie more will the striug-surtace be driven into it,—the fattor i
the hamnier in consequence hecoms,—and the  less acute” will then be the
angle sublended by the strig in i1s initlal push-off ;—thus bringing the proc-

e Into aceord with HZLUROLTE' ieaching, us (o the difereace Iy aiiock
i conparailvely pure (tuudaments) sound

n elped, by reficting on the differ
iwo bodie e sume surface, one

e represented by a tonse
string, we can casily concelve how Helm!ml{zs “elastic” and therefore
+lougertyiug * hamaer Wil resls whew there is much welght bebiud it—
e welghe of the gl s wbereds u bawinet with los welgat by
i woutd fly back tog early,—befors hiay ad time to impart that full
Swiag to the string that makes for beauty of tane,
r suggustive fact in this conuection, is, that an elastic substance
Jattans upon Thgpact. - GANOT* says, hat 1t 8 illiard bell wers fo srike m
‘fuked ground, it would be found i Sxbilis & greater ciel of i
Blace of fmpaty tho more forcivl the im . more foreible
fonpact, the’ more would the ball be momentarily fatfend, g fact. that
R Soggchts W 1 s thdt sy Laspen to e Do Doy nicd Bitmorbetas
mer, ening that may be absent when the hemmer reaches the string
it but lile mometuzn o added weight.
posite thoory may also be teneble: viz., that & too sudden pro-
pulsion of the key may ¢auss. the  escupemnent 10 act.ingtantly ;—to
therefore to allow of suficient momentum being sttained by the l.\ammer.
For it fs posible thet the lile spring that keeps the hopper yader o
morollr (ide Fig. 1) may prose insuficienily strong to domdui(
ammcs on e hoppa) 1a the cise of o ¥ Key-atac lmdl
o Dammen I ool hene ctanily ity OF s hepes wiih nse-
quence, that we shall fil o iafluence the hemmer suficietly, e Soped
cuergy Wil be greatly was
¥ One of the reasons wL\ 4100 sudden attack of
o resh g o airiking
Tumer thed videatly fusardy
ero aain debeiros us o all SppOTAITY nf «followiog-up” the hem-
mer, or of induciy g much pomsotum & e hemmer here quits the
e (ronds o T 1 Sippert betort (ho bay cas wall be g0 under
way.

the key, In the shape of
t, causes o i quality of cone, I, becsus

. tho hammor does s bgund off the Lopper, makiug a bad toue, the
reader 5hould prove for himekt, by the ollowing ex
Tt Tecomapressibie objech, such as a piecs of wood, wudsr the

24Phyeies” transiated by B. Atitnson.
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edge of one i damper-less keys This wooden stop should be 50 an
Tanged a8 to prevent the key beiag depressed beyond a very small extent,—a
161 or 320 of an inch is ample. Ve now ln«.»eahey inswhicl
y e hanoner fon upards Uosard e si7
the key, it will be found tiar the hammer neve
The concussion at the ey i
iy to iy o g
eliiowy, thin, misy L) wwd
5 o ker-© st rikiog” fimatics.
uthir alternative hypotbesis, onte sngresied to me by an amateur,

i e bamimersliank Tt mey momentardy bmd
nder e orata, when o0 sudenly called pon to move the companativaly
cavy bammer Head, and. hat the Lomer iy then Tench th SRE 4t s
Wron avgle. Tl suggoation doss ot however appear to have much to
ommend it

+ The exceedingly harsh cffoct produced by foreibly * overdriving the
keys, most probably irlses owug ig tho wholp action e bodily risfu by

from the wiest ] 1. Ther soems notling o pro
e otn v a0 s The e T oments would In that cusg bc
momzntnxﬂy Rendene ol na vl the vect and Taeluine. ransi
Taeh  brus Toras Taag even. ad 15 the breakage of DamImer-hanks and
strings.

hitting
tiie string,

e s xesulung tove-qual distinetly of that
patletic type, ..pmuenll\ 50 gratify-

¥ FAOTS may in the end be found to contribute 0 the ultimate ex-
planation horo sill yeeded. Perhups some of dle 200t Speculutions—they
are put forward merely s such—may contribute to (Lis deside:
lcanuiile, whateve mag prove tobg the nliimaio explaattion, nobing
can alier the proven facts 4 1o what e Aave 0 G0 at our nd f the Key
These latterate the facts we are more immediatly concerned with 1o this
work, and these Jatter facis we must thoroughly reilise, if we
SiToasy Teara 1o Blay s eashs n tho easiostany surest manner.

“ THE FALLACY OF EEY-HITTING OR STRIKING"

= X —Tor notesfo §8 10 mod 11, Chapier XL, pages S1-62. s (s
Iy octrie i il rimpant il ofer the Glov, it behores us well to
consider the many facis na

of & certain Germin CONSERYATORTTM that
gave it sueh wide onerency. 1t wa ders adopted now some decades ago, snd
S00n became disseminated in all dircctions—with the rapidity of a
mierobe; teuchers and tositutong ll over the Globe scoepting i appareatly
without reflection, as if it were * Gospel-Tn
it meimoet o Berkors a0 Aok agine that they sttack the key by
means of 4 hlow, when they really do nothing of the kind.s Again, there are
many, who, being couseiontious davotees at this false shrine, try hatd to obey
s doirtnes, and who, while edlly somewlat peroussing the Key- surtace, do
nehess produce some £00d tono~goonstonally  asuccess dus to (e facty
it thets oax has 1ed fho “sollow up”

* It s necesmay to wae one of the Keru withor: dampers, 08 the expertmeat would otbarwise

b el S o B o o
7 S ey woe rason 1o sike the ko mecly o

want of o bttt meobe WABBNG 6 SOLves o Tk oF 8 sy
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oy fn H6c10 by o proper e of e key duriog s subsequent descent. Tho
Jatter class fodlrlybeing wrong-doers more in theory tha in ae-
ult to renlise Low thorouglily useless and fm-
key-pereussion must be. Hasing once formed a conception
of  musenTurqct, 1 s alears difouls ©0 searrane suel conoepiion, and ©
t. Itis peonliarly i the present case,

2150 50 ehuily mistaken by the eve o o o4
e deporably erl ffets of doiberstely e ey hiting have proved
ncredily Tarrecsbin disastrous 1o the progress of our art. The
ghamilly-wrong o ime 5 e eek, not el P it sheonao cortiay
ward pancity of tone, and evil-soutding tode ; but 1t alsa readors all sub-
dlety, accuracy and cercdiury of BXFRESSION o physical impossibility. Worse

even, s @ uotoury 0. siffening of the Jim
yed—s resthued nse of the mugsles, the dupgers of which will b betior
understood after consideration of Part LIL s ° * condition of

arm, etc., gives mise to all kinds of bipsclogical trouble—such g5 Piano-

uaton, where teachers (otherwise apparently qulte fotelli-
fo s  tale of mperricusnesstocuiede Impres
clote thelr aurs, oges, aud mucionl femng 1o the

s liave received 48 new pupile, Siok who already possessed
production of beautiful tone in great variety, and

ot these. pupits, incrediblo as 1t may seem, were deliberately
i acile forms of production, so that
thelr doings might bo madg forsocth o 100w LIEg Pisno playing in’ confor-
Witk this orthodox fetishworelip ‘The_natural result being,

Thad thess pimhs piagad worss st each Rasson 1 5 neh resuls mighs one

1d e
**system ” might after all be as fautt *—Not so, the want of subsequext sucoess,
and eventual supervention of influmed tendons, was here instead complacently
strfbmted fo ¢ want of sonl,” *Cwant of mascle,” snd “ weak wrists” on the
‘part of the unfortunate pupils !

o s Romn o e st facts sgainst koy-steking, and ihe disedvan-
tages that divectly Arive therefeorm.

S —
I S T
T e
i e e S R
"By s oo sl e e .mm;.mmmmﬂ,?:mm,
R S R
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To sttempt to make sound by ceally hiting st the keg.surface causes:
% ExpRo, with it consequences, paucity of tone, and limitation

of conmm poves 1o this dizection.

1I: IMPOSSIBILITY OF PRODTCING & MUSICAL OR SUSTLE QUALFY OF
rons. i saata. 100 o sonfrem poer 1 T dsotion

1I1: REDCOTION OF ACTUAL TONE-RKSULX 70 MERE CHANGE, seith its
coroliy  los of Bxpresslopormer—from he resutin Loscs not beiog those
iateg

Lisbility to Prvstors.-D1saRTENENT, fu the shepe of infismed ten-
ooy s s
“The following are the chief ressons why theso disadvavtages accrue from
key-hitting
)\ 1t mechanivally thoroughly wrong and inefsetive ; since the key is but
mierrentng beimeen Tuger-tp and sirtng, for tle purpose of st
motion. o knack thekey-lever, forms as absurdly greata
application in the use of tis tool, and forms as wasteful and dls.xdvanmégolu
on sppicsion of musculuenergy, 35 waald be the cste, were e o it the
306 of & fennis tacker, Lanitiir, our, o cue, 0 [0 stmp upon 3 eycle-
ued.l ‘instead of ushng thise tools proy
: "W canot esimate e WAEH of the ool ftself, mor the smount of
cnersy Toauient o e . iy pacseniar égx o of speed, or increase of
speed ding s moverment, it me B the end of th ovor Yo ae vl
whether this be that of the Pi oibar of the just-mentioned
Tools; andl 1 £0llows that e cantior du’ecﬁ siel] cool with any’ scouracy, an
ihat we camoot therefore oy ed suble resuli.

; and nonsequcn( paucity of tone, and nacguracy in ex-
pression result drom the concussions arising a ths keysurfaae, Such concus,
sions swallow up Bnergy futended to produce tone ;—molecular-vibrations of

e .mrince Rid Tnger surface taking the Place of dhe desired moveraent
of m ey el
s are debarred from gradually obiaining vaomentum in the whole mass
o B keyorer od bimmer ; sinco the bamer fostantly quils il sext on
e hopper, ly stru e consequence, that syl-
Patheuc jor beaut uaunm; quul!ty of tone is hnpom e or stiatarient.

pleslosgof power, and Joss o tons-beauty,
) : bility in the case of rapid rétssrations of the same note. This
due to the fact that the key will ““wobble” if the finger-tip n,pxdky aus s
surface. e key in question may not have Tully come
dopression 1s agata ro quired, his indnces nnceriainty in nancuton ofon
amountiog eren o nor-epetiton of the note.
) ity afmﬂfny auirseloes of tha e
We can ety e e o this rfinoment T o action gives us tho
gpton o vary mupldy seiemtng o ot at it s softest, the so-called  Be-
2 provided me dtatn 1o Bagor i on the kop hestion, und Keep tho
Tatter msaexl smost (hongh not qulte to i ullest et
dar fatigue; due to the improper application of

)
energy a5 beferm.smbea.
e ), 2l of overvorbing s and frlaming the tendons
ing, arising rom the blows against the key-surf
e . it debars us from truly wsing, dirccitng or * aiming * the key
ot sound.. For if we it at I key, e ave compelfed to thiok of the sur.
ce-concussion as the thing almed af ; wheress, &5 the sownd does not appear

owlng to
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st the Key i almost fully depressed, it is 10 that golot-—the sound-begia-
ning—that our muscular.efort should 'be directed, The result being again,
Tossof pover and besuty of ton, apd. besides ihat, joaccuracy and esings 1

It is however difficals to decide whether such * Key-stri riking " is the most
fell disenso,or whetber there 15 2ot s worse one stli—in the shape of Kev-



PART IIL

Ery-TeramsmnT FROM ITs MUSCCLAR ASPECT,

CHAPTER XTI
PREAMELE:
Syrorss of TEE Mary Musourar Facrs.

§ 1 Tme “musoular aspect of Key-treatment” at once
brings us face to face with the most important problems dealt
with in this work, and concerning which there exists gener-
ally the dukest ignorance and the most vicious teaching.

This is mainly owing to the fact, that the necessary
coxprmioNs of muscular activity and in-activity (which form
our only means of influencing the Key) do not by any means

d to the visible that such
conditions ; and that these required actions and cessations are
therefore not discoverable through the eye; indeed, the eye
in this ease often proves quite misleading.

These required conditions will often, however, be uncon-
sciously provided by the muscularly gifted, if they have
grasped the facts dealt with in the last Part; that is, if they
have either consciously or unconscionsly realised the Require-
ments of the Koy.

The study of Part IIT. should therefors not be pursued
watil the fandamental facts of Part L have firstbeen thorough-
ly mastered.

As there aro many who have not yet arrived within meas-
wrable distance of many of the vnfamilisr truths and theories

10t
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bere advanced, much reiteration is found desirable, in order to
bring the various arguments into juxtaposition. The few
who do not noed such Incessant repetition, must therefore
here (a5 elsewhere) bear with the author, for the sake of the
less-advanced student aud beginner.

For the same reason it is considered desirable to particu-
larise somewhat moro fully even in this Praamble. Such being
the case, it will be well for the student constantiy to vefer to this
comparatively broad cutline of the muscular aspect of our
subject, when studying the subsequent chapters of this Part,

§ 2. Coming now at once to the consideration of the mus-
cular means at onr disposal for key-depression, we find that
there are available THEEE sharply defined MUSCULAR COMPONENTS
or agents:

The First of these components is a down-activity
(or exertion) of the Finger; this exertion sets energy
free at the fingertip against the key, but this same
exertion also dears UPWARDS against the knuckle of the
hand by recoil, with an equal degree of energy.!

The Second of the components referred to, is an ac-
tivity (or exertion) of the Hand ; this acts downwards
upon the knuckle, and consequently by recoil, also acts
upwards—in this instance against the Arm at the Wrist-
joint.

The Third component involved, is Arm-weight ; this
is set free by ceasing the activity of the muscles that
otherwise support the arm ; and the weight of the arm is
consequently left free to be borne by the hand at the
Wrist-joint.}

All Touch is built up from these three ‘muscular-corapo-

* This fact, should at once be thoroughly recognised and mastored,—tbat
‘We cannot exert museulsr-force fn any diroction with full efTect, unizss we
provide 1 dasis, e without finching the recoil that super-
enes with equal force In the opposite direction.

* This manifestation of Weight may (when nesessory for extremely loud

ects) bo supplemented by a very slight down-actlvity of the arm itsel3, thus
wltimately bringing into requisition the weight of the Shoulder, and even that
of the Body. The Body ftself must, however, never bo cxericd ngainst the

B h

keys, it mustalwaya be allowed to rewnin  purely inert mass of roserve ‘Weighs.



FREAMBLE, PART IIL w8

nents ; for it is from their combination in an infinite variety
of ways (presently to be described)’ theb the short-lived Mus-
cular-Conditions that are the means of consummating each
individual act of key-depression, or Tone-production arise.

§ 8. These three components of Touch, should moreover be

as di’ 1y into a DowNwarD and an TP-
D manifestation of Fnergy. These two apparently
antagonistic manifestations of Energy can be summed up as
“Weight” and “Musentar-sxertion,” and these bwo elements
meet at the WWristjoint ;—where they may balance, without
evincing any movement?

§4. As all muscular-exertion at the Piancforte is thus
shown to ach by recoil upwards agsinst the Wrist (snd in ex-
treme cases npwards against the shoulder) and as it is only
exertion that can give us a positive muscular-sensation, it fol-
lows, that the sENsaTION accompanying all correct Touch, must
always convey the impression of' work done TRWARDS,—end not
downwards, as one might ab first sight be inclined to suppose.

Touch, in a word, resolves itself ultimately into an act of
lgvering more or less weight upon the key during descent.

§ 5. Every musculaxr exertion employed in playing, must
moreover be given with perfect freedom, or absence of re-
straint. That is, there must be no contrary exertion of the
same part of the limb. However strongly we may wish to
urge any particular set of muscles into activity, we must un-
der no cixcumstances permit this exertion sympathetically to
prompt the opposite set of muscles into action. If we do, it
will infallibly prevent our attaining any accuracy, either in
tone-amount, kind or quality ; and it will consequently destroy
all accaracy and subblety in Expression; it will besides prevent
our attaining any true Agility.

1 Fide S8 8, 6, and 10, and Ghagters T, XTIT, and ITE,

‘I}mm‘m)¢ menvea ‘trom Finger and Hand a plicd nglln" the
key) cauges an upward tendency, Zelt at the WmL—]mm altho\lgh it does pot
neceslmly occaslon any movemeat there,

@erived from Lapse in muscular-activity, Japse on the part of the

arm-supporting muscles) on the cantrary causes a downtoard tendccy at the
Tristjoint; but not necessarily exhibited as an actual movement (or fall) of
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§ 6. Tt has been pointed out that no movement need neces-
sarily arise from the combination of the two different manifes-
tations of Force described.t A movement of some por-
tion of the superimposed limb is Lowever bound to ensue,
The woment the key gives way under the encrgy thus brought to

bear upon its surface. This movement may take the
form either of Fingermovement, Hand movement, or Arm-
Tinger-touch, Hand-

s—these we term
touch: (so-called * Wrist action”) and_ Arm-tonch. Which of
these three movements shall ensue, is purely determined by
the RELATIVE balanco existing during the moment of key-attack
between the flires Muscular-components previously described,
and whence all Touch is derived.
AmNtTOTCR (1.6, Touch, accompanied by arm-move-
‘ment) rasults, when the lapse in arm-support sets free
more energy than can be fully supported by the de-
gree of finger and hand activity employed at the mo-
ment against the key. Arm, hand, and finger will in
this instance simultaneously descend with the key.
Hanp-TovoH (so-called Wrist-touch) results, in the
same way, when the total conditions of arm, hand, and.
finger, show a slight excess on the part of the hand.
activity, which latter then prevents the Arm and Finger
from showing any movement.
FINGERTOTCE results, when it is the finger-activity
that slightly outbalances the other two elements ; 7..,
when the finger-activity is slightly grester than the
activity put forward by the hand, and is also in excess
of any weight set free by lapse on the part of the arm-
supporting muscles?

§7. Variety in the QUANTITY of tone—tho distinction be-
tween forts and piono—depends on the fach that we con em-
. Forco Qurlal trom the Astiite s beas wparie by rcoil against
e Wrist, aod the Arm-Znactioffias that prod

i ot g wadbrood, koo poulunx Sy aot axmm oy
movement must not cozic ko Operaiion wntil tho Roy-surfacs is Teached.
is: In Armtouch ther s only Ara-lipse, wnti the ey s rnched. hen the
other two components begiv o ect. In Hand-touch, Arm nd Finger do not
Shanes their Sndion a5 rgha - Lodt s Fioen-tonsh e have
anly fiuzer-action wntll the ey is renche
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ploy the three Muscular-components either to their full power,
or not, as we wish; this being optional equally in the case of
Finger, Hand or Arm movements.

To sum this up : the amownt of tone depends on the degree
of energy with which we employ the three components of mus-
cular-condition during key-descent; while the actual move-
ment shown (whether that of the Finger, Hand or Arm) de-
pends on the relative balunce existing between these three st
that erncial woment.

§ 8. Variety in ‘Lrorvique—Technique adapted for all the

i i an artistio Tech-
nique suitable respectively for slow and heavy passages, or
for passages of estreme Agility and lightness, and for that
great family of contrasts thab comes under the heading of
Tone-Quality, a1l this variety dopends on the option we should
possess of coMBINING the aforesaid three muscular compouents
of Touch in divers ways ; of which combinations thresstand out
50 saliently as to deserve the title of Species.

Distinctions merely in Movement (such as Finger, Hand or
Arm touch) sink into insignificance beside the radical and
cardinal distinotions in Technique that axise from these just-

ioned di in Muscular Applicati

Acmury itself, for instance, depends on the fact, that we
need not employ all three Museular-components simultane-
ously. Tnstead of combining all three against the key (during
descent) we may employ the Finger and Hand activities
alone without calling Arm-weight to our aid; or we may
ovon employ the Finger activity alone, without using either

or htt Tt is this last. form of
Tecbmque that gives us the fullest measure of extreme Agility.?

: We must atways keep clear in our minds the distinction between
the sy of o Timb, ancl s Motion, —sincs &ctivity (or Exertlon) doos ot by
,mymmsnmm 17 imply & movement of that portion.
" We find indood” that tho possiilty of our attabniog o Bigh degree o

Agitty, directly deponds (35 docs tho sfalnmens of Quantity and Beauty o
T Cartepieh chediouso o (i d\scnm‘mmon Bermoon) the particular
Towe of Srusoular combiuation AR co-o ' here described. This di
cHinstion. and. obedienta e Hay Sl Sincr nsonsciouely (by the Asp
hazard process), or by & conscious exertion of the will, whea we know what
s thathas 1o be muscularly learnt.
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§ 9. So that we may at once better understand the nature
of these three main principles (or Species) of Muscular-Combi-
nation, or Touch.formation, 1sbus partionlarise alittle further :—

SYrst Form (or Species) of Comlination : The Arm
gently supported by its own museles, floats over the
key-board ; while the Hand, inactive, merely lies lightly
on the keys at surface level. Work of key-depression
is consequently here entirely relegated to the Finger,
without aid either from Hand or Arm. Tore, limit-
ed to the  brilliant ™ type, can also be but small in quan-

;* while Finger-movement is alone available. Per-
mits, on the other hand, the attainment of the extremest
grades of Agility or Velocity conceivable—provided
we strictly adhere to the law of accurate cessation of
work st the momen of sound-emission (§13) and pro-
vided we do really enact this first form of muscular
combination,—finger-use only, combined with a passive
hand, and absence of all arm-weight or force.
Second Form (or Species) of Combination : The Arm
35 supported as in last, while key-depression is wrought
by Finger and Hand esertion,—unaided therefore by
arm-Weight. Permits far less extreme Agility than the
first combination. Tone-quality is here still restricted
to the more aggressive (or * brilliant ”) types, but tone-
quantity is less limited? Hand and Finger movements
alone available.

Third Form {or Species) of Combination : All three

? As the hand's activity does ot here intervene to transmit the recol from
the finger, the elastically-supported arm Is hera also debarred from bearing
any mesatee of thia secll . ond s e mere welght of the lux Bad s usfgaid-
eant, it follows, {hat the tone.awount thus avatlable can be but small ; wod
ing éntirely * initiated” by the fivger, that it oot oo e thin o Chamcter,
untess y otfar mewns. — Vide §5 20, 11, and 12; slso next pote.

% The quantity of tone i8 still somewhat limited, sincé finger and hund have
only the dantically-supported arm (an insufficiont bssis) to act against, The
Quality of ione 15 l.nnn.ed for the same reason j—slnce there Is 1o arm-welght

1o we cannot  fnfits” tone by Weig it (§ 10) but can do+so only by
Muscular-{ntiistive—with “udden eRect upo the ey,

Quality may, nowerer, B Toocued t soree Momste o ol ehre orma
of combination) oy the choice tht 15 lefi us, Deiween *fat” and * bont ™
PR A
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componenis are here brought to bear upon the key dur-
ing descent,—Offers fullest scope both as regards quality
and quantity of Tone (Tide §§ 7 and 10, ) and it may
take the form either of Arm, Hand, or Finger movement
—Arm,“ Wrist” or Finger “touch.”  Speed is how-
ever limited, owing to impossibility of providing the
required arm-release and its cessation (individually
directed to each sound) beyond a soon-reached limit of
Te-iteration!

§10. Variety in QUAIITY of tone, mainly depends on the
fack, that when we do employ the olement of WaiGHT (third
Species therofore) we then have the option of prompting
the complete combination of Weight (aravelesse, etc.), and
Muscular-exertion (Hand and Finger activity) into operation
against the key, by * willing” the employment of eiffier of these
two Elements, while the remaining Element then comes into
operation automatically,—i.c., in Tesponse to the one we have
“willed.”*

In this way, we ae able to apply the Weight we use, either
suddenly or more gradually to the key (during descent), and it
is in this way that we can influence the key either suddenly or
graduslly into the particular Speed required.

Touch, thus initiated by muscular-ezertion (with its more
or less sudden key-descent) tends to make the tone-quality
more or less aggressive or harsh ; whereas Touch, initiated by

& ile ihis form, of musoular-combintion o heefore only available
when the 1 oxceed & compuratively slow gait, 1 Iy
Tovanthetont s o Tonn Soat w1 soabie s %o et re ot

004 tone permitied us by 0w pavticulss physlcalndowmont, ncs S o
Biaation will alons stlow us to Giiise e whole welght o thourm (sad shonl-
der eran) as & recollbranker,or besia o work of the

e et s Somocs i horTvad o oF Anen gt with
e gt bt consinious xcleass, required for Tenuto and Legato.  Vides 15,
: : We may start or INTrTaTE the nef of

SRy armeeun Foriing miselos into Tapse  and we éud rely on redex-dotion

m.
of the nger aud liond ; while fingor-gnd-hend Exertion Is 1n the second
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o partial or compiete Zupse of the whole arm (either incipient
or actual as to Movement) furthers o more gradual increase of
speed during key-descont, and therefore tends to make the
tone-quality more carrying, round, full, sweet and singing;
a tone-quality, which, when sufficiently thus marked in charac-
ter is called “ sympathetic.”*

§11. The divergencios of Tone-solour that thus result from
this difference in the locality of the initistory-act axc in fact so
aveat, as to warzant our dlassifying 1 Tonch tfrom the Attists
point of view; into two primary grand divisions, or contrast-
ing Sub-GENTRA, which may conveniently he termed Museular-
touch and Waight touch vespectively.

To particulazise still furiher, and to sum up this matter:

Tn the first of these two Genera—Touch initiated by
Muscular-action, the complete muscular-conditions re-
quired for the particular note, are to be prompted into
being, by our willing into action the depressing muscles
of Finger and Hand ; Weight, when required, is here
to be called into play by a release of the am, given in

omatic-response to the zacoil at the
Wrist.

In the second of these two Gienera—Touch initiated
by Weight, it is on the contrary Weight-release that
must be willed for each key's descent ; it is therefore
the weight of the free.set arm (with its potential or ac-
tual fall) that must here automatically prompt the fin-
gers and hand into the (slight) exertion necessary,—an
exertion neeessary to prevent this said weight from fall-

1 The seaaon why this differonce in the locality of the muscular-initiative
causes respectively sndden or sradual applicaton of Welgh, 1 that fn tho
Jire case, o total.offet 13 Tiord Tmmediute apon the. ey, beoase the Tnitin.
fory-step s hero takien by it part of the Jimb crosest io tho Koy—cth mger.
and hand sement . whoreas in te sseon2 case, the ot afct Jesches tae key
far ally, Tecuise.the. taigatory-act (1 the form of &
notaal fallf the Upperarmo) is here FORFEESE femoved from t ime
5 S sonetmad (o i svabh, Oo beboes T Kospones on the B of g,
and-hand fuly wes cfoct, whils the astlc mediom hero providod batvsen
the fores set free (the arm) and its poiet of epplication (ihe key) also materis
ally delays the transmission of the full effect.
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ing at the wrist and elbow without taking effect wpon
the key.

§12. Variety in Tosmuausy, shile it thus mainly depends
mpon the locality of the initiatory-prompting (forming the
difference between “Muscular” and “ Weight” Touch) is
moreover much enhanced in its distinetive effects of * bill:
iant” (or aggrossive) key-attack, and “Melody " (or sympa-
thetic) key-attack, by a farther element of contrast in muscn-
lar-application ab our disposal: This arises from the option
we have of applying the finger against the key in two diamet-
rically opposite ways,—differences in FINGER-ATTITTDE which
moreover bring in their train two relatively opposite con-
ditions of the Cpper-arm or Ellow.

These latt lar-attitude have boen recog-
nised by mang, s  Hammer bouch » and “Clinging-touch
respectively, or as the French have it: “.Ave affague” and
« Sans attoque.”

In the first, or * hammer-touch * variety, which we will
term the BENT-FINGER attitude, or “Thrusting attitude,”
a greatly curved or bent position (like the hammer of an
old-fashioned percussion-gun) is assumed by the finger
when it is raised as o preliminary to the act of tone-
production. The finger in this case un-bends (or un-
curves) slightly, in descending owards and with the
key ; the nail-joint however, remeining vertical through-
out. The Elbow has to take the brunt of the
slightly backward tendency of the recoil that arises in
this form of touch from the Zhrusting action of the
finger against the key. The Upper-arm must therefore
here be supported with a forward fendency (but not
movement) towards the key-board, so that this forward-
tendency ab the Blbow may serve to counteract the re-
coil thrust of the finger experiencod at the knuckle and.
elhow.

Tn the second, or “clinging” variety of touch, which
we will term the FLAT-FEYGER attitude (or “Clinging-
attitude ") a far less curved position is assumed by the
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finger as a preliminary, and it may indeed be almost wn-
Dent or “flat.” Esertion is in this case almost entirely
vestricted to the wider-tendons of the whole finger. The
key is moreover reached (and moved down) with but
Tittle change frora this fatter or straighter position, and
its involved muscular-attitude. “As the clinging ac-
tion of the finger in this instance tends to drag the Elbow
towards the key-board, this tendency must be counter-
balanced by allowing a sufficient lapse to supervene in
the supporting muscles of the Upper-arm.  Such release
of the upper-arm tends to drag the elbow away from
the key-board and tlrus balances the pull of the finger;
whilst the additional weight thus set free, materially
Lelps to drag the key down.
The first kind of finger-attitude (with its correlated upper-
arm conditions) is exceedingly less elastic thon the second.
When the most sympathetic quality of fone is required, we
must therefore choose this second (Hatter) sttitude—with its
elastic Knuckle and Wrist, and consequent furthering of grad-
wal key-descent, and must employ this in conjunction with
Weight-touch,—touch initiated by lapse in arm-support.

§13. The i of casne the lar-act the mo-
‘ment its mission is accomplished, is the next point for consid-
eration. As the act of providing Energy (in its various forms)
against the key is required solely for the purpose of inducing.
speed in key-descent, it follows, that we must ceass applying
such Energy the moment this operation is completed—the very
moment that the “sound place” is reached in key-descent.!

Thless we do thus tima this cessation accurately,
some of the force intended to induce key-descent (or sound)
will instead be received by the key-pads—with the inevi-
table result that our technique will be clumsy and inaccurate,
and tre Agility and Stacoato will be eqna].ly impossible, as
well as all oouracy P »

! Vide Part IT., 8 4 and 5, Chapter X.,page 71 ; §§ 6 and 7, Clhapter
puge 80 ; and § 4, éhapm VIL, page 8¢ P §§ Phapter X
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Al forco employed & produce fone (whethor obtained from
om Weight-release) must therefore cease
the very moment that Sound-emission begins."

To enable us to provide this cessation with accuracy, we
must (a5 already pointed out) listen for this moment,—thus
guiding our muscles by our Bar?

§14. Now it is evident that Srmccu‘o must result from the

s far provided the
1w of securatety timed Cessation is strictly adhered to, and
provided also, that no Arm-weight (however slight) is mean-
while permitted o lapse continuously upon the keys. For
the key will rebound, and will even fake up with it the super-
incumbent finger and hand, provided the latter lie on b in a
perfectly loose snd inactive condition the moment they have
completed their necessary sction® Whenoe it will be borne in
upon us, that there must be anothier operation, to be performed
in conjunction with the key-depressing ome, if we would pro-
duce any effect other than Stacesto:

§15. TexUTo (and Legato) we shall thus find, demands, that

2 The casation o Weight s nducad by colling foto rostinty the ara
wmascles. In this connection it Is important to note, that such resump.
Hon of work on the part of the ar-supporiing muscls miat act e pr ompted

directly by the m Wil but that sueh sesumption must Instend be prompted at
hat .t must ooon I ragouse, 1o the cauain o ¥ the ﬁngen’
and s activity Sgalast (ho Key | o Scammiion, hned (s $0 Commianty Tac

Sl ugor ok T msmions ik tose prosucibn 1 ioarsidbay compieed or

Our arm-supporting muscles must therefore bere be called into action much
#n the same way that those of our legs would be (by reflex-action), were the
abajr we buppened to be seated upon, suddenly to collapse under u

? As this uslstence on ATTENTION may to some sosm exaggerated, ft may
‘be a8 well to call to mind the expression of intensest concentration to
pvitadodia

am obserrs 1 even In e case of & mere acrobal ahout to perform his
s bty ¢ exbilitsan slinost puful exprossion of sttention aod concen-
tration. " Now, if such meplal energy. is required for ihe perfon

purel; how much must that s
Dt when ws Baye met oeby » seris oF mots suble o Teheato arovatis
feats to perform. but eve in addition Lo coase these, 5o that the most perfeck

1
There i & poculiarly sharp Stacasio, in which such 1gbound of the key
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we must 7est continuously on the Leyboard, with sufficient
weight to compel the implicated fingers to retain their keys
depressed, while we must besides this operate against each
key individually, to induce its proper speed. Tids: Clapter
XT,$ 14, page 55. Also: Chaptars XT- and XVIL.

Such Restrve should for obvious xeasons be no heavier
than will just suffice to fulfl its purpose. Tts degree of
ponderousness should be determined by the degrec of resist-
ance the key itself offers to depression aits soytest speach,—for
the amount of weight required to overbalance the key must
obviously also suffice to prevent its rebound *

This necessary weight is obtained by relaxing the whole
arm from the shoulder, relaxing it sufficiently but no more,
than will just overbalance the koy iuto descent. The weight
thus obtained confinues resting o the key-bed to the end of
that note, in Tenuto; or in the caso of Legato, on the key-
board until the phrase is completed.?

§16. Lzcato is obtained by the use and infervention of
successive fingers during the continuance of such act of Rest-
ing—a Resting, light and yet heavy enough to compel some
finger or other to continue & supporting-action of the super-
imposed Weight.!

! We find indeed that the tone-production in all Tenuti (and Legati) of

x om0 emmount, than pp i a8 shortived s Tn Siacosto; and we might

Sy, that all such Teout and Legati thetefore conttn o peroct stacoaio-
pisdueton,—xichongh the equallyfequtrd aourany . camtions o were
by the continuous aural

oftct arising from the continaed eprciion of the ey havon
gt ofspemision,  contuued dpresson caused by s sligitly Leavier

t In the case of certaip very percussive-legato touches, etc., when
Sighity mhore wolgie.hon e B reireR o Rre e B Ry sdioura, wed
conequent stagcalo efet.
‘must be most careful to understand at once, that this light continuous
of the arma—tL Tenuty and Logato Bacts—-ts quite ispestie of what
esides this i done o rovake Tona, ‘e may indeed apply the full
foree o the fnge
HEE T o a hob e gt thes obroiiag. spesheh
O e o ston), aud yet ths light continuous Resting must g
on undisturhed betsveen the stroug s delivered to the key (during
desgent oaiy) fo provoko the full tone.
“ Thero Js however an exceptional form of LRGATO, which docs not depend
on such Restiog-weight, In this case, we apply & slight (v very slight) con-
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sSuch legato-compelling weight must in this case be frans-
Jerred from finger to finger. This transfer must be effected to
‘each successive key at the moment that its deflection is de-
sired to commence, if we would obtain that effect of perfect
continuance hebween sound and sound (without smudge) which
constitutes the perfect Legato (Vide § 15, page 85, Chapt. XL).
The transfer of weight is therefore made from the bottom of sn
already-sounded note, to the ¢p—or surface—of the note next
0 be sounded.!

1t Super-logato (legatissimo) is required, then such trans-
for must be offected a little later than just deseribed, so that
the transfer of the weight may be delayed until the nest key
has already reached its full depression; thus causing the de-
sived averlapping of the sounds.?

dinuoys aertin, of the Hland alone, n plage of tho usgl wrm-relonse ; il the

arm lere remains self-s Staceato, The fiugers are therefore

o eeare eomapaled 5 koneter 3 .z.g}u gontimaois pressur from key to key.

Such gentls exenion of the hand, since It uets upwands by recoil sgsi:
rist,

N el e e uncerisin ek than wken e

Aagers and hand respond to actual and continuons release of tho aro.

This * artiRcial Legato, 25 1t may be termed, 1s suitable for Legato inflec-
tions of short. durstion g and when %o the usual nutural Weightrelease.
legato, forms s convenient means of inducing passing STPER-LEGATO
gatssing) infections. It can alo be applled fn sotafy repid prssages w1
feso are eken forte. In aich cases, W must, however, Le curetul thal the
ngor-impulaes ysed aro ample to prevens such Gontinuous by
really resching the ke wise Agility, and all ese, will be materially

» good simile, when extfa weight or press-
pid passage ; for the body carried eithet by the legs
o the fingers, is in both cases Zept floating ground. by the rapid re-ite
ations of the Jump-like acts perforaied respectively by the fingers, or

1 T) sfer in weight-supporting daty, from one finger to ancther (i
umbroken cotinity of weigh)is fteted exactly In the same manner that
the welght of our bodies is transtorred from leg o log i the act of gently

g bt ey seaping on 250l :
h successive fnger’s gentle weight-supporting setion must be e
ically prompted. by the 3K In tho proeding finger's do o
to produce o 0, o must careful not to
permit ourselves to fhink of TsiG {or ' putting-down ) the ﬁnger it
sound o note, Dui mast on the contrary direct the p

ot 1 mere merged fatdy and DW & 1ew nots.

vory slight increase 1z resting. welzht may also bo desizable in this case:

1, w76 g Inciend emproy The + oeHiBeL Joguionfuence described 1t
Rotes 1a§ 15.
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§17. Variety of Touch-method under Logato and Tenuto

35 as manifold as it is under Staccato It is indeed even more

s0: for the un-aided Resting o idos us in addition with o

» b tance from an * Added-
impetus,” (§ 18) md)ﬂdually Sircoted to eaeh ey

§18. We shall now be prepared to accept the following
coneept, viz, ; that ALL ToUCH is in its nafure GOMPOUND—with
one solitary exception, the ppp Tenuto and Legato.

Touch, we find, imeplies 4 dual conception and act. This
nality consists of a Resting on the key-board which is con-
tinued parallel with each musical phrase, snd an Added-impetus
which s directed to, but which ceases with the consummation
of each and every key-depression,® and which is therefore dis-
continuons. In other words, wo have two distinet, yot co-
existent acts and conceptions,—an ach of Resting, interspersed
with another act, that of individually supplying Energy to
each key, sufficient to move it in the manner dictated by our
musical conseience.

o should, otos, that Tnger and Hand have fn addition otk o be
iy ot ot ochis B Renig And Logaie, oo o0 13 ansiee ihs 15
o e ey e ad e momems o st amicsion commonces

*Here 1 fe well o recspitulse tho sousees of the malu tone-contrasts,
which gro thereforo epually avatlatle booh under Lagato an
T energy tequired o provide fong
cither o) from Finger slone, o () from Head and Fmﬁer, S rom
welght reonsed behiad botn, - Wheu armeweight s fncluded,
ion wo 6aq at Wil render the result ot i combipation wmore su
e direct either Fmgm»
and-pund Activity of Weight releace 1o siare cach act of to
dtion.——A contrast betwsen aegressive and symyaibetic one quatity
Which we can morcover amploying sither the thrusting
or the dingéng att xmdcs uf el Fmgcr and their corrclated Upper-arm
conditions ; which Shetr Qivarlty 1n lesttely, s0
‘materially influence me res\l lmg

i s tone amoust and quality, cay wmore-
over be accompnied snm by movements of tho Fiogeh Haad, o
‘K. or fiose, of Rotton.

* Broepting slways thosinglo casoof ppp Toato or Leguto, whers Rests
izg and Key-depression are synonymon
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Touch, in a word, is found to consist of these two simulta-
neous operations, the one continuous with the duration of each
phrase, and the other intermittent, discontinuous, and lasting
only during the space of tima consumed in Ley-descent, and
lasting 7
~—the latter being an act ﬁccmlely “aimed ” to cease the mo-
ment our ear perceives the transition from Silence to Sound.!

§19. Sracosro itself indeed forms no exception to this
dual conception of the act of Touch. For we must re-
member that all our playing (artistically considered) becomes
mere un-reliable guesswork the moment we forget to judge key-
resistance.

We are hence forced to the conclusion that all Touch, in-
cluding Stacoatissimo, must contain this element of Resting,
or else its (or he re-
sumpnon of ¢ key contact” (the resumption of the sense of

556, Wo hare acain find the tosching of Ghaptor XT. re-en-
forced ; viz., that the difference between Staccato and Tenuto
(and Legato) is determined solely by the weight of this Rest-

! This  aliing ” applies to each Todividusl ot n a slow succession of
motes, but it becorses (like tae act of Resting) merged into & ‘ gencral impres-
sion ¥ and “general direction,” fn e e T ST

*Vide Chapter XT., 8§ 10, 11, and Note o § 11; also, §§ 16 and 17;
Appendiz o Part I1.,'Note X., “Keyhitting;” also ditto of “Supplement’
Consideration of the requirements of the key proved to us, that we must not

sttampt to it the key into sound, since this would debar us from realising

R aan T with sorainty e Segres o forcs required to depress it ot
e s, and vequd angle of Specd-increase during descent,

aad g
Mausio under interpretation. As & corollary, we also found, that

upon the kay, and the reafisation of its resistubee, ot neccssarily entas
set discontinuous from the ensuing act y-depression.
Staccato may therefore also be said to ** contain ™ the opposite element—

et mos gy a tho e of Sinccato that 10 the case of Legato or Temuto ;
o moust be catstul, tn Stacanvo, not o zest more hoaily ou the keys
Than they will bear ithmst haina thorehy inlaenced into Gep



116 KET-TREATMEN

§ MUSCULAR ASPEOT.

ing,—bwo distinet degrees of it being optional. The basis for
Staccato being a Resting that must not be heavier than the
keys will bear without giving way, while the basis for Tenuto
and Legato is a Resting slightly hoavier than the last,—suf-
ficiently beavier just to overbalance the key into doscent.t

§21. Thers remafus tobe considered ihat single exceptional
form of touch, which is SWPLE in structure, and 1ot COMPOUND
like the rest. | This we bave in fact alveady considered, for it
is obtained by employing alone (without the help of any
“ added-impetns ) the form of Resting that is the basis of all
Tenuti and Legati, We therefore Lere have a Touch-mode
that does not consist of two co-existent conceptions and oper-
ations, inasmuch as ﬁhele is hore 7o differance between the

that k and those
that obtam after the vonoamation of ot Gescont; for the
conditions that serve for key-descent do in this single instance
continue wn-altered after the completion of the act of Tone-
production.

This touch forms the only true absolute pianissimo, and as
we have seen, it is also contained (as Basis) in all Tenuti and
Legati.? Moreover, while this weighed-pianissimo touch
forms one of the most beautiful (and so far, most rarely em-
ployed) effects of which our instrument is capable, it at the
same time forms the simplest touch-method of all; and
logically, it should therefore be mastered before any of the
others.*

The museular-conditions here required, are: we must
allow the WEOLE armt to become slightly but sufficiently
wn-supported by its muscles to enable the weight, thus
set free, procisely to out-balance the weight and friction

? To re-stats thie case once again:—The Resting may ocour upon the key
either in ity n-depressed o 1n jis depressed condicion. OF these two forme
of Resting, the iret cannot by el at a1} fnddce one.production. —such light
resting at { the siurfueTevel of the ey-board here only serving to enable us to
ioentedhe kv and o Gaeover the Sxtept of thei nesin - Whares i sona

form, slthough heavy enough to contribute towards making sound, should
novertheloss nm b daelf bzl to o saund. beyon
 Viae ™ Supplemeni® No. imo Plais

iarigsi g
Appendsa to Part ITT . wexl “The  Foundation-Touch Jallacy.”
Vv/kalsa “Supplemen,” K. IIL, re gp playing.
< Pore-arma weight caly n * Bini-barer > fedmiaue,
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of the particuler key implicated’ Such weight must
therefore be seb free in automatic Tesponse to the re-
sistance the key is /&l¢ to offer ; and ne furiber weight
must bo set free the moment the key is felb to sink
down.t The very softest sound the instrument
is capable of nttering, will in this way be attainable with
absoluta certaiuty from cach key,—even when the keys
~ary in their resistance, as they mostly do.

§ 22. Beside these main facts of museular condition, there
are several subsidiary ones tlut must be understood. Chief
among these, i, the principle of FoRg-amy RoTsTION :

The rofary exertions and especially the rotary lapsss of
the fore-arm, play a very important partin Technique. Unfot-
unately such necessary changes in the state of the fore-arm
remain practically invisible,’ unless deliberately made visible
vy exaggersting them. The consequence of the normal invis-
ibility of this rotary-adjustment is, that many players never
discover its mecessity, and its far-reaching inflnence techni-
cally for good or evil.

‘Constant changes in the state of the fore-arm’s
rotary Release and rotary Support ave imperative, if the
fingers ab opposite sides of the hand ave to be equally
g7 5—ie. if the litle finger and the thumb are

to have equal successive apportionments of weight (or

1The muscular combiaation used is the third,—§ 9.

# Tho swoight thus more ot leas o be st free, mmc e that of the whole
aria ; lapse only in the support of the fore-arm will not at all serve the pur-
pos 7. the Qote, Tust 0o produced solely by welght apso® ; tho
slighiest muscularniigive on the part of nget or hand, will nesitably pro.
voke failure. We nust also cutirely taly on the key itself to promy
the amount of welght set free,—we must as it were frust ourselves to the o

geneml impressmn of key-board-resistance that serves the purpose. Shght
i e a0 erwiss by sy Stanting i resdug gl bt va

s, Femember that wo Gar% Rob nchease g great

would lead to Toss of sgility aud clearnoss of g and oot e

Dnaseuracy of Tons

mparatively rarely_employed form of touch, the so.
cstien ;ﬁma sldmka,"—n Touch performed by an actual Hiting of the hand
From i
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resistance) to act against, when one of these fingors is
applied against the key. Weight must be 7e-
Zensed rotaxily towards the little-finger side of the hand,
when the little finger is Tequired to work effectively
against its key ;—a zotary lapse of the fore-arm, that
must be precisely reversed, when wo wish foroibly fo em-
ploy the thumb. In the same way, we have rotarily to
support the thumb-side of the hand, when we wish to em-
ploy » finger at theoppositeside of the hand alone ; and
we must roverse the process, when the little-finger side of
the hand has to be held off the key-board.

Moreover, not only does EvExxEss of touch thus depend upon
accuraey in the constantly changing rofary-sdjustment of the
fore-arm ; but 16 is again upon this class of adjustment that
we have mainly to depend when we desire to make a tone
prominent at one side of the hand.

§28. Other subsidiary actions are ss follows :—

a): Horizontal movements of the Hand and Wrist; which
ronder easy the turning under and over of the thumb and
fingers, and thus ensble us to comnect without break the
varions groups of fngerings of which passages are built

up.

b): Side-to-side movements of the fingers themselves,
which enable us to Teach notes situsted within a short Tange.

¢): Slight rofary movements of the Upper-arm, which help
us (in conjunction with & certain hidden raising or lowering of
the fore-arm) to execute rapid skips within the radius of about
two octaves, without any lateral displacement of the Elbow,
and which consequently allow us to excoute such skips not
only with celerity, but with relative certainty.

): A slight lovering and reising of the Wrist-joint, which
enables us fo reach aliemate black and white keys in
octave and chord passages, without any fore-and.att displace-
ment of the Elbow; thus obvisting the otherwise more cum-
brous movements of the whole amm, forwards and back.

wazds.
Finally (o), thore are the side-to-side movements of the Up-
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per-arm itself, which give us the whole Tange of the key-board;
ensbling us to take the most extensive skips. Such skips, de-
pending as they do in this case on & lateral movement of the
whole arm, cannot however be taken st the relatively high
speed of skips taken by the Forearm.— V'ide (c).

§24. Having thus glanced at the whole subject of the
Muscular-aspect of the subject, we must in the next Chapters
consider the various deteils somowhat more fully.

CHAPTER XTIL

THE LINE BETWEES KEY AND MUSCLE—OUR RENSE OF KEY-
RES[STANCE.

§1. We found, when studyiog the key's requirements in
Part IL, that for every shade in fone-difference demanded
from the ke, the Iatter exacts a difference in the application
of Energy applied to it. The key’s requirements in this re-
spect differ with every individual instrument, and differ even
with the various portions of the same instrument; and they
vary again dwing the course of each key's descent—during
its short life as a tone-agent.

Hence it becomes abundantly clear, that we must have an
absolutely sure and resdy means constantly s our disposal,
which will enable us to determine the precise degree of energy
required by the key, if onr Execution, Technique, or Tone-
production shall be serviceable for any really artistic purpose;
and that we must not Lere, ab the very fountain-head, depend
on mere surmise or guesswork.

Our first step, before procesding further, must therefore
be thoroughly fo understand how and by what MEANS we can
with certainty be apprised of the key's exach requirements for
the particular tone.infiection of each and every individual act
of Tone-produstion—or key-defection.

§9. Since its wants vary praotically with each note, it in
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evidently upon the Key itself that we must in tho first instance
rely for this necessary information. This notification the
key offers us, through its ever-varying change in RESISTANCE!

§3. We are consequently forced to accept the following
precept, and it forms probably the most important rule of all
the rules of Technique :—

That all the musenlar conditions (both of action. and of in~
action) required for key-deflection, must be given strictly in
answer to the 7bil resistance of the key itself, and thab we must
therefore CONSTANTLY WATOH KEY RESISTANCE, before and during
descent.

This may be formulated by saying, that we must always
muscularly wateh the key-surfiuce ; or better still, that we must
watoh for the point (of resistance) ab which the key will give
way—in short, the giving-wuy-ness of the key.*

§4. The medinm tb.rough which we zhus become aware
of X istance is o and i
which may appmpnately therefore be termed our RESTETANCE.
SENSE.®

For Key-zasitance e mushof courso not mistake Ley b ressace, but

the nuhlanc:lhe Key offers defore it will move, and during its descs
Jword, wo mus constantly  uelgh™ the key s u prlim ey o using
185 Tor we e ne s Tiope fo s the key accurately without such constant
Drilninary melghing of M S we.eat Exbect to.uoe e Reket, Oy iy
ceessfully, wil uuna sumlsx preliminary judgment of their weight, imme-

distely before each

"Tie tescking of Lisscamrreaicy, and others, that every figer must (in mosk
passage) b n sontasiuih nary a efors defion, fomns s ecogion ofthis
ruth. Tn such teaching, this takes the form of iusistance ou the inger being

dtion on the key eys (whole
eing even thus ** prepared ” before their depression is due.
We Shall preseatiy Sud (¥ide Clapter X V., * Te Cmugt-t of Toueh”)

that such insistance on position” is nnecessary and cumbrous, as the ele-
ment of “ RESTING * (when understood, and cariied ou) compels such pre-
Dacsiony pasitions ungoosciously and more naturaly.

e torm Musoular-sense (or Resistance-sene) s applied hers, is one of
convanience.” Tt 1 pot Sommigesed sxpcalont 13 Bo movs g Sbtng
that the term 18 here fntendsa, 1o emorace o sones pathologically r:llsv.m—

B s b i mencly B el on e pecessiy fhg/ncall feel ey e
ance befors and duslng ey descent, sinee the epplication of musenlar-judg-
meut in this sense forms the matn distingnishing fenture

and wn-certainty in Technigne and Expression. ~There gre many 10 doubt
who have never realised that they poseess such 1 sense, and it would b inter-
esting to pursue the mtter more mizutely. Such & course would however,
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1t is by means of this alone, that we can be adequately re-
minded of the ever-varying Resistance exhibited by the key—
if we watch ih! And it is this Sense that may therefore be
said to forge the LINE which in correct Tonch brings our mus-
cular-system and our mind into such intimate connection with
the key, as to canse the latter to seem a continuation of our
fingertip, 50 that our very flesh-and-blood seems o end only
with the Hammen-felt.
§5. We find, that the resistance the key thus offers, is felt to
be greater in direct proporbion to the speed we wish toimpart to
Vice versa, if wo wish to provoke a key into the pro-
duc‘r.\ou of & laxge tone, we must try to make the key resist us
greatly—during descent. For if we have succeeded in that, then.
we may feel assured that the Tone-result is large, even should
we b unable o judge the result by our ears—owing to the
faulty acoustics of the Toom, or other cause
§ 6. This required muscular-judgment of the key is derived
individually from each key in slow passages.  In quick
passages it is on the contrary derived from the general sensation

merely contuse the ordinary student at his sage, and divert bis ateniion
the muin issue. Beides which tho precise relationsip and oven nature
T e senss S ot oo okaCaser <o s debaable o
1 s rominder mey be scsomplisted eitér conscloualy oF nnnonsclonsly
0 Qurselve
* The o of e only

enatls us to guage the degpes of reisance the Kc_y offers befors it i more
st ll, aud tho polst when & will givo way af { sytat (Vide Part IL, par
0,8 8); but it also enables us 10 Judge B opposiiion the o ofters e
Taoedog s Higher grade,of speed, und sncrease f poed. during desoent,
i means alons that we pan wih certuiaty
bo prompted o delfver tho sequisice Buergy, and tactesse of t during descent,
mutally demanded by Key aod Mustcol-sense.

w much Indifferent cxecution (aod un-musicality therefore) re-
sults from its s 1t is impossible 10 the mecessity
of giving g been, uneworsing; ? nd ovor-prescat atiention o e Eey by meazs

outer ear.

g, hat vt \ §rade of rough excoution can be soesmpied

withont suoh carefal aftention 1 this e egree of un-musical (hecuuse

colourless) execntion that, may content the musically un-cducated, or those
i, do mot consider he Pianoforte 1o be relly o *Cmusioa ” nsiriment -

O it may contont the artticaly nneductied —auh as ate sl lo dorive

musical

porformatces ot 1 wbove. g course demuscal Hukle and clatiar

of the el Flabo 1thet, curse f oar Ringilh lases wnd by-igs, ind which

even poliutes the air of Toor sad la}
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of resistance the key-board offers as it is being rapidly traversed
—and used ; the impression made by the separate key-units
being in the lter caso Gened into @ genorslimpression.
Such i with the varia-
tion in res]staucs the keys offer, both at surface-level, and as
they are being deflocted either at grest speed or at Little
speed, and suddenly or gradusily.

§7. As so much depends on & corect understanding of
this matter, it is advisable to aitempt a clearer dofuition of

or R a5 hero implie

“What is mainly meant, is the sensation that arises when a
muscular exertion made by us meets with a check or resistance
opposed to it—s sensation therefore, that is aroused by some-
thing eonflicting with our muscles.

The sense we desire $o enlist, cannot hence be aroused
unless some muscle is exerted, for it cxanot be aroused unless
there is something in conflict with a musclel. Nevertheless,
although it is by means of muscular-exertion that the sense of
Key-resistance is excited, yet very little exertion will sufiice to
stimulate the Sense. The resistance which the key is able to
offer af surfuce-level without giving way (when the hand lies
Toosely upon it) is quite enough to cause the sensation ; which
is here caused by the infinitesimally gentle work done by the
fingers in supporting the hand, thus loosely and inactively ly-
ing upon the keys.*

P Ap fact, fon fa question arises owing
‘misoular-exertion being eppesed, has fimporta g8 educationally

Derond thote Just avntierdi T We Sl presondy Tids it sesioance ¢

muscular-eflort may arise within the limb itself,—cavsed by the ** contrary

re it degieed from the ko) should hence nstuatly warn us that we ars 2ot
fultiling the law of - tion of @il un-needed museles,” end that we are
therofors ot playing i m exss nd fraudom that might be possile

ation e moreove be mleraly ntenet od, without impalring
the Toose-lying condition b fho hand (s requined n Shuccaio and A

dealiy, sice it"greatly Improves oue's assurance iu light ranaing passeges,
2 staceato and qhast
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§8. We must moreover, not mistake another sense for the
required Resistance-sense, and that is the sense of TOTCE, prop-
erly so-called. This last, the sensation of mere contact with
a smooth or rough suface, is quite distinet from the more
ponderous sensation of Resistance.!

The sensation of Touch itself, is however also nseful in
playing, for it helps us to locate the exact place oceupied by
the key in space.

The point is, that we must not rest satisfied with realising
key-surface merely by this sense of contaet or touch, bat must
besides reaiise the key’s actual resisting-powers.

§9. The intimate relation that exists between this atten-
tion to Key-resistance and MCSICAL-ATIENTION itself, is per-
haps the most striking fact of allin this connection. For if
we watch key-resistance as here insisted upon, we shall also
find ourselves compelled to give Musical-attention. We give
this as a direct result, the moment we bring our minds to watch
key-resistance, since it would be purposeless to do so without
at the same time considering for what purposs snd at what
moment that key is musically required. Our musical-judg-
ment is consequently stimulated to decide what quality and
quantity of tone is at that moment required, and hence again,
our aftention is instantly and acutely drawn towards COLOUR-
1xa ; and we are thus foreed to rely upon the dictates of musical
Feeling, Contour and Shape. (Vide the Table, page 40, Part I)

Tn a word, we camnot judge what the key requires muscu-
larly, without immediate reference to the Tequirements of
Musical.sense. (Vide also § 12, of neat chapter.)t

! The sensation of Touch seems to e derived from numerous nerve-ends

distributed under the skin ; these enable us a8 it were 1o count or measure the
profuberances that form toghncss of Surface

th e of rough
Playing 55 atisoatls Sihous sach Sitostan 3ot the ch:mcnu e
pla f’“’f’ (refinement and gubilaty of Expression, an in i) must Te-
mala fipogalule of sitsnment without * Key-Jadgment Tirough the Resist.
* of Resing. aud an equally un-swerving aiteation throngh

The onterar; and an untalling use of the plyyors musical
does mot Arivtic-exesation, tn Short, faply, & Techuigue that sanblos us faith:
fully o portray cven the subilest promptings of our musical magination and

Judgment
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RECAPITULATORY

) ; Part II. demonstrates that each and every sound-colour-—
both of quality and quantity—depends on the way we move the
key during each short-lived process of descent.

5) : The requirements the key exhibits, differ therefore with
each difference in sound-kind—sound-shading or inflection.

2J: It follows that we must precisely adjust our efforts to
meet these constantly varying requirements.

) Our only means of judging what these are, is through
watching the Resistance the key ftself offers ue, before and dur-
ing each descent,—the « giving-way point ” of the key.

¢): 1t is only by employing our ** Resistance-sense™ (the Mus-
cular-sense aud its co-operatives) that we can be apprised with
certainty of these inexorable requirements of the key.

) This sense hence forms the Link between the key-board
and ourselves.

&)+ It is not enough to use merely the sense of Contact or
Touch, we must insist on feeling the actual resistance the key
offers to our muscles before and during descent.

%): So intimate will the connection thus formed be, that
finger and key will appear as one to us ;—the whole leverage-
system, from shoulder to hammer-end, will seem as one living
Tever to s.

i) Certainty, both as to Notes and as to Expression, can alone
be secured in this way.

7): In slow successions of notes, each one 1s to be thus indi-
vidually felt and judged. In quick passages, the separate units
are merged into one general sensation and judgmeat of the key-
board.

%): Attention to k i 1s0 compels Musical- ion:
for we cannot muscularly judge the key as to Tone and Time,
unless we have a sound fn our mind, exactly dictated by our
Musical-feeling at that moment.
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CHAPTER XIV
OX EEY-CONTACT ?
THE NATURE OF THE DMPACT OF THE FINGER AGAINST THE KEY.

§1. In the Inst chapter the fact was insisted upon, that to
enable us to obtain certainty in execution and beauty of tonal-
effect, we must constantly observe the actual resistance the
key offers us, ever-varying as this is, and only to be known
and gauged through being physieally felt.

The corollary is, that key-hitting is demonstrated to be as
undesirable a mode of bringing the Finger-tip into contact
with the key, when considered from its wuseular aspect, as it
was proved to be fallacious when considered mechanically in
Part IL; for it 15 obwous thaf such mode of contact would
render of our ¢
and would therefurs revent any direct judgment of the key's
requirements, as well as any aceurate exemplifieation of our
musical feeling. As the key-hitting hypothesis has thus been
found unienable, from the muscular as well as from the instru-
mental standpoint, let us now describe more precisely how the
Tinger-tip should roach the key.

§ 2. Our object being to obtain beauty and accuracy as to
tone, we must be careful to zench the key, practically without
percussion, or conussion ; i.e., we maust reach it with no greater
force than it can bear without giving way under the actual
impact. Not even in fullest forte is there any real occasion
to make the finger-tip impinge upon the key with more force,
than could be borne with impunity by one of those glittering
balls of thinmest glass, so much in evidence at Christmas.
When beauty and seeuraey of fone is a consideration, key-
attack should therefore alwsys teke the form of o gentle full
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of the finger-tip upon the key, no matter whother the Finger
alone is to move, or whether the Hand and Arm are to move
with it. On reaching the key in this comparatively gentle
way, we are able intimately fo “take hold” of it as it were,
before its actusl depression commences; and we are thus sble
t0,fuel the weight of the tool we mean to use, a demonstrated
to be 5o necessary in the lash chapter. See Notes, pp. 185, 145.

Tnstead of really hitting the keys down—as is 50 often done
by mistake —wo must, even in the most forcible passages, bry
thus to “take hold” of the keys and weigh them, before using
them. It is this difference in the beginning of the act of tone-
production that constitutes much of the difforence between the
production of & really large and beautiful tone, and that of a
harsh, ear-splitting unmusical noise, of no carrying power.!

§ 3. This comparatively gentle fall of the Arm, or Hand, or

3 Although i may at frst sight seem incredible that such carcful contact
should romain possible even in he quickest and Toudest pussages, et notonly is
this possible, bat it becomes perfecily easy, once we bave formed the necessary
Babils both of body and mind, - &s shrendy instsied upon, all Our playiny
st romato mers * duking,” watil such habks have been formed, had we
are consequently able to use the key with certalaty,—until each musical desive
fora tonestiading at u precie mortent cau be o omatunﬂy supplied through
the cooperstion of e muscularystem, prompted by an smost
Cmployent of the museulst-ense fhrougl tbe o aryiog resistance.

A performer, whose babits of Key-atiack allow him to produce perfectly
good qualities of tove, and who thersfore proves that he never really does
Eroer i ihe ey Gome, may Sevonbeless Ang 1 Sbeuts ro Mhse, thiat
thatwhi
!snuv r:agi' u.am ax( ‘but that his key-attack cmuxsxsonthc contrary of & con

und of an easy movement 0 4 and 2 subsequent
Tonermaking Aﬂnn,—subseqnem, outh 1a anbrihen conacty with e pea:
liminary descent of T Fact, gy o Beauts of Tose obon
unconssiously prevents l.he:daptmn of réal hitting, although the performer
imay foney e oo i uad s even sn seent advoiae of et mbschievons
I Perhaps such sn one oo bly be cured of bis faith in it by

aving demonstrated to him the u,pps]]ingly arsh and yet poor tone that re-
sults, when a chord 18 in veality (snd not ia fancy) atruzk down by, say by &
twelfetoch descet of e s

X i moreover true, that £ nded ono o the hardest tockmica asks to
abtaia the.Tallet frts T combingiicn with heasey o togor sequinin
does considernble energy, but delivered gradually. Much of the di cm
Dowever evhanced, from he insivken Aia that N is - Toroe” that 1o soeied,
no matter how applied !

[The moment we recoguise thut the key must bo tkien hold of,and used

ouly 20" th oné, it moment gur wome will commonce to
esonaoce and pover. 1t is worlh ixying for, for Bow rare ure the Fianion
Ghat extiti ree] beawiy i thes jortes

@ &
g
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Finger upon the key-board, should in character be as far
removed as possible from a muscularezerfion, i.c., the limb
should not be put doun upon the keys, but should instead be
allowed to subside, lapse or siuk down upon them,—the descent
upon the key should arise rather from osmission than from com-
mission of esertion.

§4 1t is only when we actuslly reach the key, and derive
from it the necessary information as o its needs, dhat ths actual
process of can be said to the process
of prossing the key into motion.

§ 5. This however does not imply that the process of reach-
ing the key, and the process of depressing it, must needs be
separate. On the contraxy, this /o contact with the key’s sur-
face (preliminary to its depression, whence arises the necessary
preliminary physical judgment) nesd no? aceur any appreciable
time before the key's depression is started, and it will in this
case seem to melt into the latter; proving indeed indistinguish-
able from the act of key-moving, except under the severest
analysis.’ That s, the comparatively slow preliminary do-
scent of the limb to the key-surface, may be at once succoeded
—and without break in the continuity of the descending movement
—by a great increase in speed-production, when the key’s resist-
ance is encountered.  Thus, in good Touch, the complete
movement of the limb may form a continuous acceleration, from
& preliminary well-raisod position, down to that place in key-
descent where our hearing apprises us that the act of tone-
produetion is complete. The latter part of the descent—with
the key—being howevar eccomplished at a far greater ratio

 Tuls owing to the frct that refexactions ean be so prompt i theix
nature a5t doty our winessing the of stimulus and its Tospouse. The
T teaching Toa Loy, i S euing stk of SaTIng. the oy dowm, wil

appear as_one act, when the requisite kabits of Mind and Body have
been formed,—the habits that will cause us sutomutcally to supply tho snergy
the key demands under each porticular cireum

e Lomores ke e Qellboraely 1o s nupggl both the act of key.
depression and its preliminary, untll suck required habits of co-ordiuation of
Mind and Mussie Lave been sucoessfully attaived. 11 s culy eventually, when
key-judiog bae practionly berome v antomatis habity nd from the ripidiy
il wiieh such fudging s then effeiad, that we iy per 1 carceives B
Jeem % plunge down upoa the keys Wit friger and arm.
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of speed-increzse than the earlier part of the descent, i., before
the key was reached. !

§6. On the other hand, contact with the key need not be
defarrved wntil the lust moment. On the contrary, it may be
accomplished some time befors the key is due to be provoked
into movement.  In quick, light passages, several fingers
may indeed be thus ready beforehand. In fact, it is in this
way that that * general judgment” of the key-board (rather
than of its individual wnits) is brought abont which forms the
distinctive mode of applying the Resistance.sense in rapid
pssages, as alveady indicated in the Inst chapter.*

§7. In i ion of the ieally i bly su-
perior effectiveness of the correct Touch-method (that slmost
always prosses the kay indo movement) over mere key-hitting, the
following two experiments should be made :

Raise the hands, thunb upwards, and bring all the finger-
tips of both hands into gentle contact, either bending the fin-
gors or mot; the hands and fingers together thus roughly
assuming the figure of a horseshoe.

For the first experiment : Draw one finger of ono hand as
far back as possible—exactly as in “lifting ” the finger well at
the key-board. From this * raised ” (but in this case really lat-
erally-moved) position, endeavour to strike the opposite finger
sith all possible force. The unexpected feebleness of the re-
sult attainable in this way, will then no doubt surprise many.

TFor the second experiment: Affer once more placing all
the finger-ips in contact, and now without any preliminary
drawing-back, let one finger of one hand give the opposite one

1The descent of the limb through the air prior to tho key being reached, fs
therefore not really very rapid, compared to the speed the Key has fo attain ust
before! isslon is Teached, visual i fon of s blow inay
be conveyed. This arises merely from th circumstance, that such movements
of the Arm. Hand and Finger ae quicker than oun readily be followed by the
eye, even I the caso of the snftest note.

S Vids Chapfer XIIT., 8 18 and 19, page 175, Judgment of the individual
units also hecomes s 163 pressing matte? In Tapid passages, owing 1o the Stro;
part then played by the Momory ; for the exact impressions of Key-resistance
experienced, oan here remaip vivid from ot to note ; also, the judgment can
Rere be stimulated by the otker fingers &t work u such close propinquity, both
a5 to Time, snd a5 0 nearness on the key-bosrd ftself,
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(already in contact with it) a sharp push or shoceff; the nature
of this push or shove being not a long-continued squeeze, but a
sharp, almost merely momentary action, snalogous to such 1s
wo should employ in sssisting a person to swing.t

The far grester measure of Energy thus so easily brought
into operation against the opposite finger, sufficiently demon-
strates the true method of muscularly creating Motion in the

thus correctly applied to the key, still admits
of the difference bebween 2 comparatively Sudden and a
Gradual key.depression; for we ean direet this application of
energy to occar either suddenly, or with any desived degree of
insinuation.

It will be expluined in the lster chapters of this Part how
this differonce can be wrought musculazly ; for it depends on
distinct and relstively opposite conditions of Arm and Finger.
We shall then also have to consider whence the requisite energy
is muscalarly dexived.

Mesnwhile, when we desire a harsh effect, there is no reason
why we should not permit Key-contact slightly to approximate
towards an actusl Stroke? Such harsh effects are however
comparstively rarely called for in Music.

§ 9. Players do often moreover deliberately employ such
harsh sounds (produced therefore almost by a stroke) under
the misapprehension that these harsh sounds are * effeotive.”
Now there is no doubt that sach over-sudden key-attack does
canse much commotion of a kind close to the instrument ; such
noisy clatter nevertheless sounds merely thin and wiry at some
little distance from the instrument, since it does not “ carry ;”
and it therefore by no means conveys to the sudience the par-

1In both forms of this experiment or demonstration, it is essential not to
‘move or cxert the opposide finger—the one atiacked either by blow or by push-
off. This oppotite inger should be left quite pussive, othérwise the experi-
et will be vitinted.

‘remember, that if we do allow it 10 approximate too closely to

a blow, we shall risk loss of Hinengy through voncusgion at the ey s\lrl
Tn acy case, sucl once reduces our di over the
Tme nhme m-mxmyu Lo tone-xind 1s mot 30 notlieable In & fw

ssage. Buch lapse 1n * key-fuduing  however often
FEsaa e 2014 oo g sonded el in the oace of the soltest pussages.
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former's intention of a “grand clashing effect” ; for the tone
cannot under such attack sound really

Tnmitigated clatter, it is true, may itself occasionally be
appropriate,—such effects can be fonnd in French Music
especially ; just as the Cymbals, Triangle and Gong find their
placein an Orchestra. But do nok let us mistake * the Kitchen
utensils” for the Tromboes and Tubas!

§ 10. We must moreover constantly adjust ourselses to the
particular kind of instrament under our fingers. When we
bave to deal with a heavily-felted hawmer, much more driving
(not bitting) is permissible and even desirable than when our
finger is armed with & more naked Lammer.

We must remember, that while an overdelted hammer does
certainly in a measure Aide bad (harsh) key-trestment, it
renders “ brilliancy 7 extremely dificult of sttsinment. The
comparatively hard hammer (s hammers should be) on the
other hand renders soft and sympathetic tone-production
practically impossible for those who have not mastored the
elements of correct Touch. Those, however, who have dove so,
delight in the * hard ” hammer, since it gives them far greater
range of tone-quality ; for they know how to obtain the sympa-
thetic effocts when desired, by supplying the requisite Elas-
ticity of abtack, throngh the proper Arm, Hand sud Finger
conditions ; such therefore require no false elasticity mechan-
ically foreed upon them by sn over-felted hamme:

§11. Tt is desirsble that the limb-movements by which the
Xey is vesched, should be as ample as commensurate with
comfort. This applies paticularly to forts passages, and
applies equally, whether the movement sccompanying tone-
production be that of the Finger, Haod or Arm.

In brilliant passages, played /7t with the “ Bent ” finger,
a full curving of the finger npwards (before use) is beneficial,

he case is premmy analogous to that of a badly-produced voice. This
ofun secms to Tugs volume in & smsll chamber, and may make one’s ears
ring with it. Ysulhxsno eﬂee: when placed fu the Concértroom. While
ch smaller one, may sound

e
fax oy orcidle oot 18 s Ty produced soes I the sl oo, but
2 the lerger spaco ell out Imessurably better s—ven of its sofest
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—such curving upwards mesnwhile leaving the nail phalange
almost vertical.*

Such preliminary “raising ” must however under no cir-
cumstances be permited to induce stiffness ; nor must exag-
gerated importance be given fo such raising, otherwise it will
tend rather towards the destruetion than towards the acquisi-
tion of an easy responseful Technique;—and it will tend rather
to impede and oron maim the performer, then to assist him.
(Vide dppendiz tc Part IL, “ On key-hitting,” de.

A sufficient lifting of the fingers 15 beneficial, not becanse of
the reason so often ignorantly aseribed, viz.: that the finger
may then “the better hit or strike the k but it is bene-
ficial, because we can then better control the finger muscularly,
can be more Sure that it is fres when it reaches the key and
descends with the latter; and it is advsntsgeous above sl
things, because we can thus better discriminate between finger
and finger—ean better realise whick finger we are directing
against each key, a point which undeniably has a happy
influence towards “ playing clean.” Ample movements (hen
practicable) are also advantageous, because they are more
Healthy for the muscles concerned than are constantly recur-
ring small and foreible ; and itisalso
an advantage, to have the portion of the limb that executes the
movement under weigh before the key is reached, especially
when it is the huge mass of the arm ; since we then. overcome
the mere inertia of the limb before we resch the key.! In

; Tids Pust IV.. On Position” ; also § 12 and Fig. 6, Chapier XVL.;
and § 12, Clpter XVIL.
e st s sesiable at the Planoforte, during which it fs possible
eltectively to spply museularesertion to the key—during its short descent of
only atout three eighths Gt
ng for the muscles conooracd.
other pursuits demanding
complafty, o sven to eterioralion, wiless cunteractud by wmaple, S1Eh0UEH
ot secessory movements
n s Taoreaver Taote €aty 1o diree 0 10 aim-—ith a b already under
cular-movement, than when (he application of Energy has to
ithout amy DrepursiOry moeemeht
Bosides this, s alreddy poiated ous, it is su advantage to have the Arm, or
Hand, or Finger already under way whon the key is reached. since e then
Hivs Galy o tart the Key and Sieing 1ots movement tmstead of haviag alse
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such case we must Lowever be careful to guard against con-
cussion supervening. Manifestly, the slower the passage, the
more casy is it thus to weil raise the limb sections concerned
in such preparatory und subsidiary movement, since we then
have more time to 4o 50. Conversely, it is also undesirable
to insist npon an exsggerated and nnnecessary lifting of the
Finger, Hand or Arm, when the passage is rapid. The labour
involved in making rapidly reiterated movements of the same
portion of the limb, may then prove so irksome as to defeat the
very object in view—Ease and Certainty of Technique, It may
even prove physically disabling, if persevered int

Tt is indeed best mever to allude to any “raising” ot
«1lifting " of the living levers concerned, as it may lead to the
introduction of eonfrary exertions. Far better is it, to induee
such amplitude in the preliminary movement, by speaking and
thinking of  playing the keys from & distance,” and with ease.
For if we think of reaching the keys from a slight distance, the
preceding lifting will be done unconsciously, and in this case
probsbly without any straining either during the ascent or
during the subsequent descent.”

§ 12, Two comically opposite and contradictory fallacies
have arisen in direct consequence of a hazy and but partial
Toalisation of the two truths here enunciated,—(a) the truth,

o start to overcome the énsrtia of the motionless limb.  This applies par-
ticalarly where Tone-production is accompanied by movements of the larger
imb-sections, such s the Fore-arm or the whole Arm.

Tt is therefore well thoroughly to elevate Arm, Hand, or Finger, during the
‘Dpreparatory bringing of the finger-tip over its key When tharc is tme to do o,
alt ‘must not subsequenily use our liabs like bad hammers.

o here it 18 vrell to profest agalnst the exaggeration of such move-
‘ments, when prompted by mere purposel also sgeinst the
temptation of employing them for the awke of thefr sheer muscular satisfaction
a5 violent exhilarating exerciss ;—s motive that, it is to be feared, is at
ttom of much of the cnjoyment of hoth player and sudience, in those
+general Kick-ups " of which most Planists must at times plead guiliy.

"+ Cases of “smashed wrisls,” etc., axe mostly directly traceable fo the physio-
Togleal ignorance of teachers, who insist tipon a superfinons degree of hand
‘movement in rapid wrist-paseages, The rattersted shocks thus given to the

ndons must be terribly sovars, the moment the slightest “ stifening” 18
permitted. Tendons could not withstand such maltrestment for avy length of
7ime, weré they evea of stael. '

3 Vide Appendic, Part LiT. ; Note XIL, * Bxaggeratod Finger-lifting.”
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that the real net of Tone-production sbould not be sturted
until the key is mef and felt, of beauty of tone is a considera-
tion ; and (3), the truth that a plentiful preparatory movement
of the limb is both helpful and healthy :—

Thus the fact that all good tone-making must commancs at
the surfuce of the Rey, has been misinterpreted iato the Dogma
that “ every note must be playsd from the swrface”—in the
sense, that neither Finger, nor Hand, nor Arm dare e lified off
the keys during performance! Certainly ihis forms a less
banetul fallacy then the one, where the plentiful preparatory
raising of the limbs (which conduces towards freedom and ease
in ey-attack) has been misinferpreted into doctrines of
exaggerated Limb-raising, especially so of the Finger, arising
from the mistaken impression, that the further off the key, and
the more strenuous such raising, the better should one be able
$0 hit or “ strike ” at the key—like a boxer!!

§18. We now see that sceuracy in transmithing our musical
foeling to the hearer, depends in the first instance on insisting
on a proper Key-contact; one that is nob really percussive,
since this will permit us to judge key-resistance constantly
during performance, ss shown to be necessary in the last
chapter.

To repeat once more: I we do thus make contact in the
proper way, we can judge how much force is required to set
the key into that slowest motion, compatible with merely
sounding the note, and we cen then judge how much more
fores will be required for any higher grade of sound;—wateh-

‘e see, that both these oppuswc so-called ‘ systems,” ** schools,” or
“ meﬂwds "of Touch rest on a nf—perv ried—trath, in common wit
‘many other doctrines and superstit t.!

715 omly to0 pbinas Liow suoh Misconceptions bave arlsen : The sxecutiva
(and therefore artistic) success of Artists great and small, is correlative with
their closer or looser adherenca to (hese two vitsl Jaws of exceution, Adkerence
10 these Jaws causes cesluin appearances 1o gocompnay such good playing in a
oraor ey marked degtee. * 43 1 1 ey to observe mers appearunces i way
concluded hat it one oaly sacoseded in {nsisting wpon such movements,

e good resaia wonld then also be atained ; hoice hasty generlisefions and
“*theories" quite contrary 1o the facts.  Obviously, one shouid frst have
waiet o anaiyso he fiois of key treafment, Sastramental an uscatar, that

enalied these sacorseiul avtiss to produce their effects ; thus one would ine.
fiably have deduced their true modus o
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ing the “ giving-way ” point of each key like this, implies our
using our musical judguent for cach of the keys thus used ;—
this we cannob do, unless we are also at the moment conscious
of the conrse the Music is taking. As our mind is thus Lept
ividly oa the cowse of the work under interpretation,
through the supreme necessity of pre-conceiving what each
sound shoudd Je (as to Time and Tone), we thus find ourselves
employing our musical scose (and attention) to the fullest of
its particalar capacity.

The difference between playing notes musically unconsidered,
and notes thus propexly sunsically considered—vividly consid-
ered Jecause af' the necessities of the Rey, proves nothing short
of marvellous to those previously anaware of the true form of
‘usical attention,—the main distinetion bebwoen “ unmusical
and “musical * playing.*

RECAPITULATORY

) : The finger-tip must reach the key with but little percussion.

b): The preliminary fall of the limb upon the key-surface,
sbould be free from perceptible exertion; it should arise rather
from Relaxation.

¢) : Ttis not until we reach the key, that we can commence the
act of pressing i into motion,—the act proper of i

d)': The act of reaching the key, and the act of setting it into
‘motion, need mot necessarily be separate ; the two may coalesce
into an unbroken descent.

¢): Contact, may, on the other hand, be made some time
Defore the note is Tequired ; several notes at a time may thus be
previously felt, in certain rapid runs.

£) : The difference between Sudden and Gradual depression of
the key should mostly depend on the condition of the muscles
during the subsequent operation.:

£)+ Barsh sounds domot carry; hence they do not sound so
full and « grand” a little way off, as they seem to do close to
the fnstrument,

29,0t st chopter should b be reteud.
+%hag is, 1t should depend upon what we' do during the operation of tlb
ing the Key nto sound.
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%)+ Contacr, and subsequent key-treatment, must be woulhe.
according to the softness or bardmess of the hammer; a soft
‘hammer requires more ¢ driving ** for the brilliant effects, while
& harder hammer Tequires greater elasticiiy in the limb itself for
the sympathetic effects.

1) Every ey sbould be reached from as great a distance as
conveniently possible; this so, that the movemert towards (aad
with the key) may be as jree as possible; and so that we can
the better individualise each finger in the quicker passages.

jJ: Amplitude in preparatory movement must not be insisted
upon in very rapid passages, as it may lead to stiffening, and
worse—even muscular damage.

&) : Proper Contact with the key, is the first step towards
Accuracy in Expression.

CHAPTER XV
THE CONCEPTIONS OF TOUCH ARISTNG FROM GORRECT EEY-CONTACY
AND DEFLECTION j—THE TWO CONCEPIS AND ACTS, OF “REST-
ING” AND “ ADDED-IMPETUS,”

§ 1 We must now go a step further, and endeavour to
realise how the requisite muscular-conditions can be prompted
by the bsin, since it is only through mental-impressions stim-
ulated by Feeling that wo can direct our muscles for artistic
purposes. To enablo such prompting to be given, there must
be definite idens or conceptions which the mind can grasp.
We must have definite and correct conmcepts of the act of
“Touch *—in the Pisnistic acceptation of that term ;—definite
concepts of the muscular aspect of Key-treatment.

§ 2. Tt the propositions and srguments of the last chapters
have been intelligently followed, we shall now be prepared to
accept the conclusion, that all correct Touch is dual in nature,
and that i consists of two main acts, * and concepts therafore:

1t fs fmportast o yomember In thls conngion, when we siterpt to
desoribe tho comprments of un Act o Thonght, that this necessar] mes
disintegrated in the process. _Hence, 1f we wish o fulfl such enaTption, e
S R up thove AL siegraten coraponcnts oo o engle Ack o Fhouight.
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1); An act of “Resting’—a resting ov the keys, 5o sct more cr loss

of Rey-deflsction, or * Added-tmpetas,’—The act of deliver-

). An act
ing Energy mmndm,r to euch ey, for the purpose of its descent into
Sounds an act co-operative therefore with the act of Resting, bat consiste
ing of Enersy caly momentarily added 1o such Restiag—added 10 each Key,
during its descent oaly, and ecasing the wmoment that sound is reached.

That is: Our whole mental-muscular attitude towards the
key-board technically, resolves iiself ultimately info & con-
ception embracing these two acts ; and it is by more or less con-
sciously directing these, that we are able to fulfl the promptings
of our musical Sight.

§ 3. Let us review tho grovuds upon which fhis dual con-
ception of Technique is based i—

5): Part IL proved to us {Vide page 85, §§ 14-17,
chap. XI) that Tenuto demands that the key must be
rested upon sufficiently heavily o overbalance its weight
and friction, thus preventing its rebound when Tone-
excitation Das been completed; and that the key-bed
should not be rested upon move heavily than to falfl
this purpose.t

b): We also found that such weight, continuing to rest
upon the key-Jeds beyond the moment of the completion
of the at of tone-production, may be transferred from
key to key, and that the effect of legato can thus be in-
duced.

): Moreover, we found, that sach act of continuous
Resting wight be even lighter than it is in Tenuto or
Legato, and that the effect of staccato would thus be

1Tae keys must not be Tested npon ‘more henvﬂy dwmg ths interapaces
2a duetion than Is n ey to induce Legato.

g/ ible for the
production of slight crends, it the cnsyof yp  wegbec-louch. " ete. Bu

cys. “Nevertheless, weight thus ueed for Restiog, Iust mever (even In such
foreble pasages) bellomod to approximate o the cnerty or srelght) ackuslly
used upon the keys during descent to creste forte ¢ eise the passas
ably “stick™ aad sound  dead.” {Vide Appendis, Part I11. M XVIL
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induced. For the resting weight is in this case incom-
petent to prevent the key from rebounding, provided the
tone-producing impetus given to the key is meanwhile
accurately ceased. The key, in thus rebonnding, will
also cary up with it the finger-tip lying on it, and we
shall thus find our “ Resting” occurring af the suwifizce
level of the keyboard, instead of at the depressed level, as
in Legato.

d): The transference of such Resting therefore takes
place from key to key at surfacelevel in Staccatos
Whereas in Legato it occurs from the depressed-level of
one key to the surface level of the naxt.

) : The necessity of “ Resting ” was re-enforced in the
last chapter, where we found that besides the physical
ones there are also muscular reasons why a nonper-
cussive renewal of the contact between player and Feybourd
is essential, if beauty and certainty in tone-result are a
desideratum,

f): Tt is only in finger-passages that this contact
between player and keyboard is really continuous as s
Resting. In Hand.Touch (“wrist”) passages snd in
Arm Touch passages M ﬁnd an ed.'rmrable cquivalent in

gentl

whmh thus creates a zom of res:st&nae, felt at chs
surface-lovel of the key-board.

g): As the lighter form of Resting ! does not by itselt
serve to create any sound whatever, it is also clear that
we maust here add Energy to each individual key to
eause its deflection,—an Addition that must cease to
exist the moment that tone is completed, and which must
therefore be provided independently of the Resting.

1) : Again, it follows, that a stmilar * Added Tmpetus
(as it may convenienily be termed) is slso essential
Guring each individual key-depression, when we require
a Tenuto or Legato of more tone-quaniity than absolute
pp. For the resting, although in this case heavier than

The Staccsto form of it, which is also required for all Agility passages.
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in Staceato, is nevertheless by itself only competent to
depress the keys ai tieir suftest. And we dare not con
tinue on the key-beds the force here employed during
key-descent, as this would militate against owr aiming
the intended Energy, and as this would in any case form
waste of power.

i) : Finally, we see that it is only when we take Tenuto
or Legato in its softest or “ weighed ” form, that we
require no “ Added-impetus” For the ach of Hesting
here suffices, alone, to overbalance the key into sound;
and since this same muscular-sct here continues un-
changed when key-depression is reached, the key Te-
mains in its depressed condition. The act of Resting
and that of key-deflection are therefors in this solitary
instance identical. This being so, Pianissimo-Tenuto
or Legato coustitutes the only stz form of Touch,
musculatly; while all other touches are COMPOUND, con-
taining as they do both the  Resting ” and the * Added-
impetus.”

§ 4 The sirst point all this serves fo re-enforee upon our
attention (and it cannot be too strongly impressed) is: that all
passages, no matter whether they ate Staccato or fully Legato,

S ved asg s :

must ¢ of muscular
P the key-boaxd, indivi provided, directed
and ceased for each of the sounds that form the passage ;—the
solitary exception being pp-tenuto (weighed-pp) or pp-legato
(weight-transfer-touch).

The second point is, that we must conceive these distinct
and separate muscular-acts (for each sound) as being accom-
panied by @ continuous act of light vesting on. the keys. Such
Resting being continuous during each phrase in Finger-pas.
sages, and in the form of a constantly resumed Contact in the
case of Hand (Wrist), snd Arm tonches.! This Resting being
moreover, in the case of Staccato, not heavy enough to depress

> That form of Staccato, whers hend and arm seem to bound right off the
Key-bourd, may at first sight appear to be a contradiction of this gencral
principle. Tt Js botwever o mote so than 1s the detached ejaculstion of words
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the keys, nor heavy enough therefore to keep them depressed ;
here serving merely to remind us twiencs to commence the tone-
producing stresses—the key-surface ;! whereas, in the case of
Tenuto or Liegato, the Resting is slightly less ight, being hero
sufficiently heavy to depress the keys and to keep them
depressed.

Tn other words: all touches (always excepting pp Ten. or
Tieg.) consist of a serics of discontinuous operations against the
individual keys,? in cnmbmmmn with a continuous one against
the key-board. Thu e have a series of short-lived
impetuses deliverad m tha sndisidual keys, simultancous with
an act of Resting, continuous during each phrase, and which is
somewhst more or less light, according as the desired result
be Staccato or Legato.

Or, finally, we raight define Touch as consisting of an act of
& refutation of the genersl principle, that our phrases are spoken “in one
Breath.”

Stuocato ebound of a limly during ths course f @ phrase, forms quite a
distinct conception from that final {and more permanent) ﬂoumg-np of the
ey which is more o les ‘nseparatic from the act of nding u

followed by s re-desceat, whdl e complelmn ok e ot plirasiog, and.
e Contatin of sontimuors - Resting 1 hore toreions very disincts s spie

oun
his matter wil becomia clearer, when we leara o recogoite (Vide Chapters

XVIL and XVIIL) how such apparent rebound of the limb right off the keys,

& fa reafty a muscalar lfiing, swiolly consea ent, upen (sud sutomaticlly

prompted by) tho reound of e ey e —tor | s ot In this case an act of
i aitociaion, as 1t 1s afien however observed to be In the cise of those
who endeavour to ape the mzrrjy ciale evidences of ggod, Tres execution.

2 The rebound of the key and finger, in extreme Staccatissimo, may be

assisted by a slight drl‘;mm-oﬂ “action agatust the Key-beds, analogous £ the

st wé acoepi 1 dal faterpretaion of the Act of Touck, wo shal
be reduced to  still more complex ane, the only alternative: e shall Lave lo
goncelvo each individual “note us beng () precaded by an lndividual act of
Kop-waighing, 9 the process of dspresson, followed by (3 au iodividual

ac By-oed i e case of ‘Tequit or Leguto, or a * Tiftn
S 01 e b, o s oo of Shaocurs And whio 505 gl concepion
sonse of continuancs betwoen the notesof 1 plisse
ent (and would therefore not be in aceord

with facts) it would megushile Drove insuperibty complex.

, the the iruc aspect of il Teohnique (cxospt gp Ter, or Log)
rios of diseonfineious operations, i s the most fmportant
of il ibo facts comnesed with Tone-produciion. “Agility remains tmpossible

this is thoroughly grasped (conselously or unconsciously) and all
Other technioal accuracy s Well a8 expression rmatns oqually unaitainablo.
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Resting, intesspersed with a series of added Impetuses ; the de-
termining induence as to sound-duration being the level at
which the Resting occurs ; and the determining influence as to
sound-kind, being the form taken by the Added impetus.t

§ 5. Such eorreet conceptions of Touch teach us indeed to
regard the key at ifs top-most level (snd dwring depression fo
Sound) as the Object, or resistance, sgainst which to apply
ourselves in producing tone; thus at the same time forbidding
us to tegard the key-bed as that object. We leam indeed,
that we must endeavour bo foel the key as solid as possible st its
surface-level, whilst avoiding that sepsation so far as possible
when the key is depressed.

In a word, we must learn to depress the key solely for the
sake of obtaining Sound,—and not at all for the sake of the
mere muscular satisfaction of impinging against the key-bed.?

§ 6. Tho reason why the incipient player so rarely con-
sciously, or unconsciously, discovers the fact of the discontin-
nity of the muscular operations in playing, is to be attributed
to the circumstance that the Ear itself is so misleading in this
particular respect.

This is not to be wondered t, when we remember, that all
legato passages and phrases (and veloeity passages too) form
coNTINUOUS aural effects. Such continuous impression on
the ear must hence almost inevitably suggest, and lead to, a

11n fact, s lready pointed out, one may say, that all Tenuti and Legal
fnclode e irsco~or conalo—in Wl parioonce (muscul i 3 o
tissimo for each note I—since encl act of tone-production must always be con-
cluded as sharply as in "an actual Staceatissimo,—no matter ehethar the key
is, or is not, lnbleqmtly retained by the state of the continuous Restin;
ebiiaing e momcot

Conversely, we may say : that all Finger-stas-ato passages o also contain

a0 element musc\zlnrly akin m ot required for Legato —For we bere still
have the clement of Resting, although it must in this Instence be light enough
(at the surface of the key-board) not to compel the fingers to retain their keys
gup ressed l‘le ond the moment fhas the s!pnmw acts of tone-production have

een comple

3 One’ D prismeval ideas of the key-board ara thus totly reversed
imagining (as most of us do 2t 57t) that we have to de
and a solid key-bed, we must force ontselves to recognise th: n sur[aca as being
hexvy and povderous snd potent, while nought hut (un-solid) sound should be

ed nt tha bottom-level g solid surfacc * with holes for the sounds ta
Sorme o

nstead of
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contimuous muscular slress upon the key-bonrd, unless sack
muscular wrong-doing s corrected by knowledge or uncon-
scious experience ; knowledge, that individual muscular acts
are required for euch of the components of such continuous
anral effect. !

§ 7. We will then take it as established, that the process of
Touch (or Tone-production) is muscularly a dual or compound
one, excepting alweys in the solitary case of pianissimo Tenuto
or Legato, which lstter is therefore the only simple Touch-
kind. Tn applying these concepts dérectively in performance,
all we therefore have to do, Is to see to it (2) that the Resting is
REAT, and of the kind roquired ; and (7) that the Added impetus
is also of the kind zeguired, and sbove all things, that this
latter is “accurately aimed " ~TmMEd—to cease at the moment
of its consummation in Sonnd® In short, we must more or
less consciously choose the requisite kind of Resting and kind
of Key-deflection, and must insist that the first is resl, and
that the labter is accurately “ aimed ” by the Ear to the time-
spot musically due. (Vide Note XIZZ, Appendic to this Part,
“The province of antomaticity.”)

§ 8. This consummation and ending of the muscular-act in

opnmlioﬂ,‘sepusm and
inthe most connected

sseg
xngz‘is case of most other instrumeuts, we fiad that the aural effect and the
museular operation do coiucide as ‘Planoforte, on the
contrary, the moment 1 parmil stich ing to inducs oontinuity in the
cular siresees eployed (§5ceping 10 #p Tan, and. Leg.y it moment al
easo i tohnigus ourilas, and passeges become blyrrd to extind
co tho veoessity o insist o mastering the conceplmn i “Touch, as
mnslmnz of a dnal act: of * Res z g nd - Added-im petns,” )mwever
oult T: may see &t ret 1o do s0This will however become casier,
When we Dave sindied the Tater chapfers, dealiag with the * actons. and
fn-actlons,” etc.
¢ sk Temergber, that o ovn end should by conscious of the place
phere sound egins, n oich separeto key.descont Garing o slow pusage ; Lut
T o b e b ot i s sone mprelion 1t the
cage of Tapd pRsnges . general impression of Plice (ooar the oy beds)
where iho whole row of fadividua foger mpulses culminaies. Tn
case, i Fibes o nieh TooimEb usts oF i pesnge e aimed,
s somewlat ke driving & fureow tlong the key-depth, a furrow of care:
tully uniform depth, and not 100 deep t
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Sound, we must realise as the deed itself of tone-production—
the

te.

Aiming” in its Pianoforte seuse, we now see means, that
+we must finish each Key-depression at the moment the sound
is musically due to commence. Our sense of rhythmical
necessity is thus translated into s physical reality ;—musical
Imagination and physical Bxecution that moment merge or
coslesce info one Identity; and we see again how it is ou the
common ground of REYTHMIOAL-DEFINITION, alone, that they
wnite! (Fide Part I, Chap. V)

§ 9. We learn moreover this important fact: #hat ws must
conom've and wnderiake the produstion of each sound ai the piano-
forte BEPORE the moment & i3 musically due ; since it is at this
moment that the production of the sound must arrive at
completion.

That is, if we wish to play in time, we must begin the pro-
cess of making each note sufficiently before the time its com-
pletion is due, to allow us to feel and depress the key in the
ight way? In a singing passage this involves quite a per-
ceptible lapse of time, owing to the very gradual form of pro-
duction there required. Unless this fact is appreciated, it of-
ten leads to an unconscious “spreading " between the hands.

§ 10. Here it will be well to give a series of pedagogic defi.
nitions of the nature and duties of the various forms of Resting
and Added-impetus. These definitions at the same time form
the * Recapitulatory ™ of this chapter.

1 Ctapler XVITL, -« The Moscular, Test,” deas with the forms of Husou
Jurtesting that provide the means of our ensaring the acquisition, and s
sequent constant appleation, of these o ssscatials of Techniguo—ihe realiiy
of ihe esting (or Key-welghiug) and sccuricy in  aiming - the consumma.

ton and cesation of the key deflecting Impule

* The expericnce iy here somewhat &kin to that of production on the Tro
bone, wwhere. owing to 15 Slow speech, the actual couriencerent of the ACH
of production us to e timed somewhat before the moment the souad i3
Tequiret
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RECAPITULATORY, AND DEFINITIONS

) : Touch consists of two concepts, and acts :
() &+ Resting,”
(5) an ¢ Added-impetus.”

B) : The act of Resting is analogous to that of breafb-controt
in Speech, and Soug. Phrasing is mainly made evident through
the continuance or discontinuauce of this element of Resting, or
its equivalent.

) : The act of Resting is continmous during each phrase in all
finger-passages, whether these be Legato or Staccato. It is also
in a sense continuous even during ¢ wrist ” and arm passages.

d): We may “rest™ upon the key-board in two distinct

(1) We may do so with weight no greater than the
keys will bear without their being thereby depressed. In
this form it is the Basis of sfaccato.

(2) We may do so, with slightly more weight, suffi-
cient just to overbalance the key into descent, and thus to
provoke its softest sound. This forms the basis of all
Tenuti and Legati.

In the first case we rest at the surface-Jevel of the key-
board ; in the second case we rest at the depressed-evel of
the key-board.

£) : The non-percussive renewal of Contact with the key-board
forms an equivalent to the first-named form of the Resting.

/) : The first, or lighter form of the Resting (at the surface-
level of the key-board) keeps us informed where the key is in
space, and of the degree of resistance it offers to movement; so
that we may know whence to commence the stresses needed for
tone-production, and their required intensity.

Such Resting, unaided, Is incapable of creating tone; the
Added—impems is therefore here required in any case to form the

/ The second, or heavier form of Resting (at depressed key-
level) includes the first. It compels the fingers to retain their
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keys in a depressed condition, as required for Legato and Tentito,
and it gives us besides the same information as does the Surface-
Testing.

b): This second form of Resting should outbalance the key
with o more weight than will just suffice to overcome the fric-
tion and inertia of the Key and String. This Resting, unaided,
is competent to produce soft sounds ; and it forms the sole means
ot obtaining the true, absolute pp.

But when greater fone-amownts than pp are desired, an Added-
impetus is also here required, just as in the Staccato form of the
Resting.t

i): Such “weighed ™ pp, moreover forms the only simple form
of Touch ; since it consists of but one act—that of Resting.

7): Al other forms of touch are compound, for these require
the co-operation of the Added-impetus with the Resting.

k) : The muscular-difference between Staccato and Tenuto
consists therefore in the difference of Jevel at which the Resting is
accomplished. Such difference in level depends upon the slight
difference in the Weight continuously resting upon the key-board.
The heavier form of the Resting compels the fingers to continue
working against their keys, fgyond the completion of each indi-
vidual act of tone-production; while the lighter form permits them
to rebound with the key.

1): Legato consists of a sequence of complefe Tenuti. The
Resting is here transferred from finger to finger ;—the transfer-
ence being in this case cffected from the bottom of a depressed
key, to the surface of the key whose deflection we intend to start;
whereas in Staccato, the transference is effected entirely at the
surface-level of the key-board.

m) : As all forms of Staccato, Tenuto and Legato (except abso-
Iute pp) require the Added-impetus to form the tone, we must be
careful that Energy, thus applied for tone-production, is promptly
and completely ceased when sound is reached.

rosissible to induce stight ingroments of tove beyond zp
of sligm ncresses in the transferred or ** passed-on"” Resting-y welgl\r Tlm m

stance {3 aporopriats in wany of tho gontle, DUC Switly Swirling srabesics
or aadensi of Chopin and Liszt: =8 e
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) Both Tone-quantity and quality (except ppp) depend on
¢he form and applicatioa of this Added-impetus. It is the source
of all colouring.

0): Touch consists therefore of & continuous Element (the
Resting) which determines Duration ; interspersed with a discon-
tinuous Elemeat (the Added-impetus) which determines Sound-
Kind!

) In playing, we must hence be careful (a) to select the right
kind of Resting, and to see that this is real; and (b) that the
Added-impetus js accurately ¢ aimed ” to culminate and cease
with each sound-beginning, and that it is of the re-
quired Kind.

14 Synopsis follows in tabular form.

Nors as to §§ b and i.—Refer to Note ITI, On Pianissimo Plaging,
““Some Commentaries on Pianoforte Techniqué ; 2 Supplement to ‘Act of
Touch’ and * First Principles.’ ”—(Longmans.)
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THE LIMBS EMPLOYED. i

CHAPTER XVL

THE NATURE OF THE LIMBS EMPLOYED, AND THEIR MUSCULAR
EQUIPMENT,

§1. The Limb, from finger-tip to shoulder, consists of four

main sections in the shape of four levers, which we can employ
either separately or in conjunction ; these are :

a. The Upper-arm—from Shoulder to Elbow.
b. The Fore-arm—irom Blbor to Wrist-joint.
c. The Hand—from Wrist to the K: and
d. The four Fingers and the Thumb; the ﬁngers com-
mence at the Knuckle, and each consists of three lit-
4le levers, termed the phalangss, of which the first one
(neavest the Hand)is the Knuckle-phalans, the second
the Middle-phalanx, and the third the Nailphalanx.
The fhumb also consists of three Lo levers, but ine
stead of commencing st the Knuckle-joint like the
fingers, its movement srises close to the wrist-end of the
hand.

§ 2. Each of these four sections of the whole limb is pro-

vided with its own set of muscles ; thus giving us more or less
independent use of each section

§ 8. The whole limb can also be zaised at the shoulder, in-

(0 this way we are enabled to Taise Fioger, Haod, Fore-srm, or Upper-

arm, sither independently or confolaty.
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dependently of any action or inaction on the part of any por-
tion of the limb Stselt!

§ 4. The muscles that energise the limb are not necessarily
found mpon that portion of the limb to which they give move-
ment. While they aze attached (by tendons or otherwise) to
the past of the limb they serve to move, they have their
“ origin” on an adjoiming portion, or even on & portion next
again removed.

§ 5. Thus wo £ind, that the movements of the hand are
caused by wuscles attached fo the fore-arm and upper-arm;
aud thet the fore-arm derives its attached muscles from the
wpper-arm and shoulder ; while the muscles moving the fingers
spring not only from the hand itself, but slso from the fore-
am and upper-rm. It is also well to note, that the muscles
that raise the upper-arm, pull it forward or drag it backward
and rotate it either outwards or inwards, are placed on the
shoulder-blades and on the chest and back;—and it is the
Taising (or forward-soting) muscles of the upper-urm which we
must relaz, it we wish to obtain the free weight of the upper-
arm, as required in playing?

2 Alibough such movement s not required fn playing, yet wo must be
ﬂ"‘“‘ 13;» 10 train these ralsing-muscles,—so that they may when required

ft
3 Such general ideas as o the location of the various muscles is of some
el S sy proveat our misundesssndiag (he museularellects re-
uired whez we iy to cuuse ome porton ol limb io ach o 1o 1o
for example, 1f wa wish o - relesse™ the Fore.arm, uinless re are aware that
the muscles conoernd sre b0t at il o the fore-ati elf, b are instend on
e upper-arm, we may in our ignorance endeavour to creat
Ghange nside s Forvarmn itselfs and e result would probavly e be &
dead-lock, since such misplaced atiention would certainly tend to cause a stif-

Itls However quite possible to e over-zealous in this direction, Beyond

principles of their action, wo caunot derive therefrom much direct or practi-
elp, 3 ‘e cannot directly inducea particular piece of flesh
o contrat or relaz, of ‘way know it 0 be the implicuied muscle,

condly, because the use or disuse of even a portion of a lmb, involves usu-
ko complex u set ot museular coordlaations to e thiakable, even it
we had the power to “ think” a muscls, Which we have not,—for it is only
through remembrance of the sensations that sccompany pamcu!ar muscnlar
changes, lliat we cau learn consciously to direct such changes.
Chers o Thisels 1ot have gahe Sppiee Eavetions. whidkwe 13w ‘mazy cases
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§ 6. The Fingers are not only furnished with muscles that
enable us 10 ove or exert them upwards and downwards, but
they are also provided with others by which we can move
them from side to side.

§7. The Hand is similarly provided!

§ 8. The Forcum sad the Upper-arm are similarly and
separately endowed with muscles that will provide movements
or exertions directed either upwards or downwards, or side-
ways.

§9. The Fove-arm can moreover be applied rofarily. That
is, it can be partially rotated on its own axis, and can thus be
exerted and relaxed in a rotary direction,—a twisting action
that appears to arise at the Hlbow-joint.?

TFore-arm Rotation, besides the actual movement, has & far
more important fanction ; since it permits us both o eguatise
and un-egualise the effect of Hand-force upon the fingers—Tt
ensbles ns to support the opposits side of the hand off the keys,
when the thumb or liftle-finger is engaged against them; and
by employing the releaseat either side of the hand (and arm), it
also enables us to provide Weight behind cither thelittle-finger
or the thumb, when these are required to act energetically ;

50 dlosely placed, together anatomiclly, that 1y ren}\mu some dissection to
eparate them. It is therefore futile to attempt to lesrn much, by watcking
e actual muscular.contractions (hat aceompar ion or movemeat.

e living lovers actusied by such ec) w
formulate as Though, through he activity ot the in-otivity

iviag laver Shich repuia From the dusined Taoscuia wcondiions, which
T think of, and can therefore learn to direct by the intervention

intercsting o note that the four chief muscles that energise
the Hund, giving It Dotk s vertionl and Borizontal powers, serve the docble
purpose. " iiuaied an tho foresrm, thels tendons oros ik, writfolat, aud
o nsetod into he band closo to it wristend, Thoy can sither b pelred 80
e io Gaails B L 10 80 wrurds o Qownwarde; oF < they cun be paired 10
actin couples oo eitersile (hus onsbting the bnd 1o give those sdeoside
‘movements of ltself or the Wizt Joint, required to help the thumb when

—the act of promation and supiuationis reslly
8 twisting aud wo-twistng,of e bones tormin orearm, Tt 1 bls
twisting acti ¢ 3oein a8 1 fe Fore-ama wero rotaied on 8 pivot
T o Braagh hene & 50 acnnal oration sf ias polst
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thus not only cqualising the effect of the thumb and little-
finger, but also giving us the option of rendering either side
of the hand more powetful for the moment.

§10. The Upper-arm is somewhat similarly provided. The
twisting in this case arises at the Shoulder-joint. This helps
to give us that fan-like movement of the Fore-arm, that allows
the hand to sweop across the key-board to a considerable dis-
tance, while the Elbow itself remsing stationary.! This en-
ables s to take “ skips” within o tange of abou two octaves
with a corteinty and & rapidity that would be far less easy of

if ot impossible, with & of
the whole arm.

§11 Coming now back to the Fingers, we find that they
have this peculiarity: that they can be moved or exerted in
tiwo quite distinot ways ; for we find that they can be exerted
cither outwards, or imsards, during their downward action
against the key —or the difference might be describod as
either “forwards ” or “backwards.”

u is ummve thoronghly to distinguish betweon theso

tw site Fi the difference
Potwern the t]lru’tmy (or Bent) mzuaa, and the clinging (or
Jiat) attitade :—

§12. The TeRUSTING attitude of the finger implies, that it
un-fends (un-folds, or expands) as it descends upon and with
the key ; the nail-phalsnx here remains practically vertical
throughout both the npward and the dovnward movement ;
while the finger assumes a more closely bent position the
higher it is raised, preliminaty to the act of tone-production.
Vide Fig. 6, next poge. The CLINGING aftitade implies, that the
finger Zends, in descending, to fold in upon the hand, some-
what as in the commencement of the act of grasping; all
three phalanges of the fingers here ach equally in the same

per-arm hone ratates oo ifs 0wn axis, rotatfon taking place at the

o der TR Bt The Hinge shaped Joint with. the fore-arm faces alter.
nately a little outwards or a litle fuwards, ~As the fore.rm is jn pnsmon al-



THE LIMBS EMPLOYED. 151

direction ; while the finger assumes a more fud (or straighter)
position, the higher its preliminary raising.  Vide By 7.

Pig. 6.—The Thrustiog (Bent) Finger-ititude.
The position is with depressed key the doted lines exhibit, the index-fivger fully
W is the Wrist, K the Kuusile.

Fig. 7.—The Clinging (Flst) Finger-attitnde,
o poton s with dapreved Ko tho dottedLne csbii's he index-fnge fully

The sbove two Bguresaro desfgned to exhi dhe two opposte Finger,
attitudes employed in playly
sction, aad they demund to
The actnal Postion assumed by the Wrist-| ay vary
rathor songdersty, WL Intsttering with ikis due operation of these (o
oppgateset of Mcolar-con :
i point with vhe Thrusiing-atitado, Fig. 6, is, that the Knuckle
m.m be suficienily high to allow i eanily to tnke fae drard of the fingors im
~wherefore some feachers bend the Sugers very Tully aad hold the Knuckle
sxogeiogly bieh witha Jow-dropped o
tisg.aoiion (6. T been.adonits of the Wris-joint being either

* Fide,tor s, the emoemively hgh Kanklo (ith copped i) s Hascsed fn vo
MSLASrE +Dio Hand den Plaiten ;L eecheiizki
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1ela quite bigh, or of being dropped belorw the level of the key-board,—
Siieaho runcinls pessage b attempred n the tercase. Ieuisy admitzof the
r being as much cirved with Fullkoy-depression s fn thrusting action—
bu such contracted positl on i this Guso nodes the tone-churacter from that
Resuliiag From the Tully " ut, and -~ clastic
E5roned 1o 0 hored oy 075, 5, that whea the finger is el
ived a5 preliminsry, it is much curved in the first attitude, wherees it is al-
‘most fully opened-out in the secont

These points will be farther elucidated in the next chapter,
and also in Part IV, “ On Position.”

§13. As already indicated, besides having the power inde-
pendently to move either the whole limb or & portion of it, we
also possess the option of exerting the muscles that serve to
actuate such movement, without any actual movement arising
from such exertion ; the sttached limb instead exhibiting force
or stress in one direction or the other :

Tn this case there will be 70 visual evidencs of any Exertion
or Tapse of it, and the only proof that there has been any
change in muscular-condition will be in the forcs or stress ex-
hibited against either some outside object (such as the key) or
against some other portion of the same limb.

Tt so happens, that the most important Actions and Tn-
actions required in tone-production sre precisely the ones that
are thas “hidden” for want of resulting movement, and it is
these very ones tht require the most careful direction when
learning to play.! We see therefore why it is so much more.
important fo study Condition, than the merely resulting Po-
sition of the limbs concerned.

§ 14, Absence of visible result from Exertion or Lapse of it,
‘may sriso from several causes:

&) Movement may be prevented from resulting from
Muscalar-exertion, by causes oufside the limb; this.
will happen if the resistance opposed to the free end of
the Limb is greater than the force exerted by it.

170 teack and scquizo these «*hiddeo ™ muscular-changes, they must '’
nlresdy pomwd out) be first demonstrated visnally, i.c., as movements ; after

vmﬂg hus learnt, the sume muscalar-changes must then be slighﬂy

,thuA :vum\ul.ly inducing them without the accompaniment of  the-

nan/numred



THE LIMB3 EMPLOYED. 158

b) Movement msy fail to arise, owing to contrary and
balancing exertions, or the WEIGHT of ofher porfions of
the Limb.

©) Movement may be impeded or prevented, by exertion
of the contrury or epposing muscles of the same por-
tion of the limb.*

§15. This last alternative has a most important bearing on
the museular aspect of technique. It must therefore be con-
sidered more closely :—

Let us clearly understand, that for every musele or set of
musoles designed $o produce movement or stress, we are also
provided with an opposite muscle or set of museles, that en-
ables us to execute the opposite movement or stress by means
of that same section of the limb.

§16. Tt follows, that if opposite sets of muscles are egually
exerted, that the two balance, and that there will be no move-
ment as & result of such exertion, and also no effect upon any
outside object, such as the key. The only effect being, that
the limb (or portion of it affacted) becomes “ set” or rigid for

e time.

Thus, we may esert the fnger, or the hand ad the nger together
downwands, sgainat an un-glving surface, and o movement will wriso
e arerion chossds  corian glt; wug st tocods Fach Tty as apmied
Tmovement.of the Kauckle apd wristjoiat will ase by recoll nde
stsading how such upward recoil arises from the downward action of the
finger and band againit  surface, we can also realise how such vpwa
coil can be prevented, by allowing the supporting muscles of the erm to lapse
sufficlently; for the Welght thus set freo will bear downwards ai the wrist,
and will hus prevent the recoil there. In thus preventing loss of energy by
recoll, our fingers wil consequently act mare efectively,—for instance against
the keys during desoent,

HMoreover, we. can siso understand, how the exertions of a limb can be
either portly or complotely nulifed 85’ zegands application agalvst an outide
object, such as the key, if we permit, the apposite ezertion 10 bo made along
iLh he Qesired onoif, fu. making the exerion that terves 1o provke the
esired movement or m,g, we also tt. the semo time make the exertion thit

ralsed, an ninge ts-tor the shifentag Is Dty owing. (o the confict
rtein ihe Twa ity sotsof asea, Sk DaTAfy g the otlors lle
ence. . Wesee {ho tame apparent loss of energy in tho ¢ tug of War,"—
‘e owo parse ofaikletas pullon o roe 1a oppasle diretions, whh Rardly
oy vistlo et ither ope way or i obr e nergy applid by one pary

. almost or completely counteracied By their opponents.
* Vil nexs Chapcertor detalls st ol
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Suchs todeney towurds rigidity s indoed bound to ensie,
th wed toact.
Lattor sust Eherefore remain perdectls qme%cenﬁ if we would
obtain the best effects from our muscular efforts against the
keys.

§ 17, Tt is imperative to beer in mind, that there can be no
real “sTrFENEss” either of Finger, “ Wiist” or Arm, except
from such conflicting action of the muscles themselves. Ex-
cepting, of course, in those Tare cases of stiffening disesse, such
as rheumatism or gout, or other physical sbnormality.

AlL “stiffness” vanishes under normal circumstances, when
we sncceed in employing the requived muscles only, and no
others.!

Hence the excellence of the doctrine of Easr. Hase—abso-
lute freedom from all vestraint in the muscalar actions em-
ployed at the Pisnoforte,—or in sny other athletic pursuit.

§ 18, Hence also, if we would lean to play with freedom
and ease, the first stp muscularly, is, to leamn to separate or
isolate all muscular activities from their opposite ones—giv-
ing as complete relaxation to these opposite ones as possible

'As already insisted upon, inexpertness in this respect, ab-
solutely prevents the attainment of all certainty and subtlety
of technique of every kind,—including tone-variety, control of

* Provided. als um e carefully oeuse all unnecessary action, the moment
te sound appe

+"The  Tonicity ™ o e muscles, a1t s termod, sts 8 pttologlal limic
t0 such m.mun for an axiremaly alight rostduai of teneton probably
mais in 4l museled, even Wwhen we lcave them 1s passive &5 we can,

and ax:speralmn' Hors however, we must always tomain ot the momentary

mercy of our Bods. and surroundivg ces ; a5 we must 10 that otlier

el Ao Tt ot “Hisioa-lontion, & giren fully, Srillewly and under

emotional-stress o often consesrated and sanctificd under the name of  In-

We can nevertheless help onrse\re! reatly in both these matters,
r perhaps bat

o
Knowing that Relaxotion, that Easo fs essential—ss essential indeed as

Musicalattentlon or “ Listeniag,” kuowing ths, we can even

cularly 45" sor * inspiced,” sl succeed i forcing ourselves futon condition

of Miad and Body, at all events somewhat less un
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sound-entry (Time) and also that facility in Agility, to which
the all-embracing term Technicue is 50 often limited.

Such Isolation of the muscular exertious from. their oppo-
site ones, ccrtainly comes more easily to some than to others.
Those who easily learn it—to whom it comes naturally,”
in popular pardunce—are indeed muscularly gifted for the
Pianoforte, and for any other musical instrnment ; especially
if they have in addition lurge muscles,—a good “ Piano-voice”
in a word!

§19. This passivity of the opposing muscles we can teach
ourselves by & direct method -

In this case, we must first learn fo recognise the muscular
ach we wish o omdt, This we can do, by first allowing that act
to induce & movement of the limb section it is attached to,
and noting dhe sensation which atises from such act,—a sensa-
tion that can be intensified by applying such act against an
object outside the Limb, of sufficient power of resistance—sa
table for instance.

Having thus learnt to vecognise the muscular-sensation
that accompenies the action of those museles which we desire to
vender passive, we can then proceed to teach them this desired
habit, by seeing o it, and insisting upon it, that the sensation
that accompanies their actisity is omilted when we employ
that opposite movement of the limb (or stress by means of it)
which we wish to render free and unrestrained.?

*Tlere it is well to repeat, that such talent is, however, not at all neces-
samily sccompanlod by o musial fomlty, any more tian the itier s 8 necossary
of  good ¥ ; while the converse is
—for & bias towards Musie docs n xily bring fn its train those
el el taions, that render tue acquisiion ot Tedhaidns 38 msen
more easy of aitainment.
s An actual example of the genera] principles to he pursued, will make s
learer: "o fre for lstanco the seqhired dowavwand sctof the Faad (i
aco lied) from being opposed nod readered  sti s rasing
Tmseles of the hund, We kst s Jowrs L reangets the paricolus muscule
semsuion that will sapn s of ouy wong doivg. T o, by simply
Twising the hand an stifily a3 possible. md e i moiing (e sevonipangioh
Eoiatton, which we v o w0l aying; and fllowing i exper
Tnee g v freo movoraent of dhe Nand: O o may pluce th
liand undes il edge, of 2 uble, aud over (- up wards g the tabie, st
i The Koot thus aguiast fbe tabie by the Land, sz afterwards subr
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The Studies, or Exercises in Muscular-Discrimination, that
form Part V. (“ Relaxation *) of this work, will here be found
usefal ; for these are designed to supply the opportunity for
such direct study of all the msin muscular acts required in
playing.

§20. Zosumup:

We must learn to segrogate the exertions that will enable
as to move one finger indepsndestly of another, and each
either in the  thrusting” or the “clinging " sttitude, and in
any direction sideways; also the Upper-arm from the Fore-
arm; and the latter from the Hand. And while we can thus
mentally separate one portion of the limb from snother, we
st also be able to isolate each separate exertion from its re-
1ated opposite exertion.

We must first learn to recognise these differences; must
then fix them in our memory, snd subsequently form such dis-
criminatory-powers into physioal hebits. Always remember-
ing, that without perfect practical passivity of all contrary-
‘muscles, it is quite impossible to direct the required exertiors
with that complete niceby and mastery that is imperative for
artistic playing.

RECAPITULATORY

4) : The limb employed in playing consists of four main por-
tions, four levers:—the Finger, the Hand, the Fore-arm and the
Upper-arm.

4): Each portion or scgment Is individually provided with
muscles; we can therefore control each portion separately—both
as to exertion, and as to lapse of it.

¢): The finger can be exerted in two completely different

stituting the back of the Sugers, o b thus prassed upwards by the hand.
e sesation seompanyiog i upwird actien of {he band (the ove to b
avoided) should then be compared with the sensation arisig from a free
action of the hand dowavwards agaist the table.
tis advisable not fo employ much force in such trisls o experiments;

there is o occasion 1o do so, and it way even prove harmful.

“Exactly s edure will teach us to avoid a resiained (or ~stiff )
setion of the fingers.
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ways;—the Bent or Thrusting attitude ; and the Flat, or Clinging
attitude.!

d): Exertion implies muscular-action. For every exertion
we are able to make in any direction, we are also provided with
muscles to provide the reverse exertion.

¢): Exertion of a muscle leads to a visible result—motion of
the limb-section to which it is attached, only when there be
nothing to prevent such motion.

F): Pour quite distinct effects may hence result from a mus-
cular-exertion :—

(1) It may lead to an actual movement of the portion of
the limb to which it is attached;

(2) It may cause that limb-section to bear against some
outside object,—such as the Pianoforte key ;

(3) Or may cause it to bear against another portion of
the same Limb ;

(4) Lastly, if allowed to act in sympathy with its
opposite neighbour, it will deter that muscle (or set) in its
work; thus leading to the work being done un-freely, or
even inducing for the time a total stiffening or rigidity of
the involved portion of the limb.

) : The isolation of each set of muscular impulses from its
opposite set, is hence the first and most important step towards
acquiring & correct Technique ; since any inexpertness in this
Tespect causes a « stiffness’? of Finger and Wrist, etc., that in-
fallibly precludes accuracy either in tonal or in rhythmical
Tesult.

b) : RELAXATION—Ease, derived from the omission of all un-
necessary muscular-exertion (in conjunction with accuracy in its
application to the key), forms the main secret of all essy and
therefore accurate Playing.

* Vide Figs. 6 and 7, page 151
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CHAPTER XVIL

THE MUSCULAR ACTIONS AND INACTIONS CONCERNED IN THE ACT
OF TOCCH.

Thesatueot  § L The natars of the muscular act by means
{he Musculer. of which the necessities of Key-treabment are
Opemation.  fulfilled, may st its broadest be defined as an
Act oF LEVERAGE.

All good touch implies a lovering of Weight npon and
against the key,' o induce the Jatter to move.

This act of leverage must be almost entirely falfilled by the
Finger aud Hand.

§ 2. The Woight thus brought to bear upon the key, is that
of the Am.

When more Weight is required than that of the Arm alone,
then we must employ that of the Shoulder, bringing it to
bear upon the keys through the leverage exerted by certain
of the arm-muscles, in addition to those of the finger and
hand. The WeiHT of the Body itself may ultimately thus be
requisitioned.

The leverage-principle nevertheless remains unaltered,—
any museular-force, correctly employed in the act of tone-
production must invcriably act upwards against Weight.
Exertinpro- § 3 To amplify this:—The consequence of
duces aaUp- the Pinger acting downwards with its tip against
wardstiess.  the key, is, that it bears wpwards (by recoil)
with equal foree aguinst the knuckle of the hand? Similarly,

* That is, Leverage against Weight,—leverage against the key, \vn.hnﬂms!s
for this leverage onnsxshng uf el b, to prevent waste of Encrgy by r

*That is, the finger \nst the Knuckle with the wm:degm

of Toros et 1o ceomied o ey.
R o of g oo ey ot b aasg of the novitableness of the aw

offecoil—the lw that action a0 Tesetios are eausl, Twill quote the follow
fag Srom Gaxor, * Dhiysics.” manslated by Akios
s equal and conirary to acion - that s . mindacsions o

aliys forseneqnal i amouns @l oppsive o dorsstim. figh
s pertectly genoral und Js equally tras when the bodes are in motion a8 well
25 when they are af reat.”
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the consequence of the Hand acting downwards mpon the
TFinger at its kuuckle-end, is, that the Hand also equally bears
upacards (with its Wiist-end) against the Forearm. We thus
find, that the Finger and Hund bear upwards against the Ary
(at the Wrist-joint) when we play, just as onr legs bear upwards
against our bodies in walking up (and dows) stairs, or as in
eyeling.

The nltimate foundation, or Basis, for the Fingers' and
Hand's wosk aguinst tho Sey, is morcover seen to consist of
Arm-weight? 1 d by Shoulder-weight, or
even Body-weight.

§ 4 For the extremest firde effects, we thus
ﬁnd that it s the PassIvs Body which serves as

n ultimate reserve of Weight, and it of course
forms an inexhoustible roserve.

Now it is extremely important that we should at once fully
recognise and grasp the differonce between correct and incor-
rect muscular-condition in his connection :

Tho exertion employed to impel the key into 2 high rate of
speed, however great, must never exceed a fendency to force
the shoulders and body uprards ; such upward tendency being
the recoil-result of the leverage exerted upon the key (during
its descent) by the finger, band and arm.? That s, we must not
permit ourselves to foree the finger and hand down. by using the
muscles of the Body and Back, in place of such proper levering:
against a passive body.

Oz, in ofher words: Although the leverage exerted against
the keys, may, when sufficiently great. fend by recoil to bear
the body upwards by the shoulder, yet the body itself must

remain P 1 , and lax ; and

‘Body-weight
not Bodg-force.

s XIX, ; © drmoeilt
pree er the arm
15 reined, o mer. st ke momatof key«‘]epmmcn Ereionetiy when
we occasionally have to_assist sram-weighi, by baving recourse to
ottty of e arm lself s light aetivity that s mosily conflned to he
Soroann; the arm, in Jts 1ura, beacs sl upwards,— agwost tbe loose-left
Shoulder, or the Body itselt.

3 Needless to 549, wo mast not allow this secoll to cause say sebual up-
ward monement of the shouldes.
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we must never bo tempted to push yorwards and dowmcards
upon the finger and hand by any actual exertion of the body
jtself. (Fide also, Appendiz to ihis Part, Note VL, * Incor-
rect v, correct Finger-dechnigue”)

The accom- § 5. Since the exertions employed aro almost
panying se-  entirely provided by the finger and hand, and
sation. since it is only Eserfion which we can appre-
ciate as muscular semsation, it follows thst the sensation
sccompanying the employment of finger and band exertion
(against arm-weight) must be felt to be upwards ;—and not
downwards, as might be imagised.

Moreover, as the sction of the finger and hand is in the
nature of a levering of weight upon the key, the sensation con-
Veyed may alsa be said to_reserble 8 stapping-up on 20 the keys,
to induce their descent. For the muscular act resembles that
of stepping upstairs, and also that of bearing against the
cycle-pedal with our legs.

1 This radical difference between good and bad action, should at once be
made plain 10 every beginner, even ihe child-beginner. ‘This can easily be
dono by means of the two following experiments, which should be repeated as
often A3 necessary :

rperim: Pince the fingors ugon ibo Key:board fu en esey chord
posion, without sounding the force the arm and hand both fore
wards (fowards the mnmmlnl) perd domowazds Ly means of the Body and

Process, £ common a fault.

Brgoriment 11 : Place Aingers a5 before, but now leave the body perfectly
passive snd ax ; and while insisting upon this condition, endeavour (o raise
e body from It set, by means of tho leverage exerted ipon the keys Ly the
ngers and hands, i the comsequent suese upards by reeol sguine the
tual raising of the Body
e MEhe saorion 1o the drioion ndicated 1 al ot 1 required, T

case, we sl feal as if acting dovitards In the weond case, the

anpearance of most of the fauls et miffening ond Saueesing. cios
which 1t should be onr constant endeavour fo avold I learning Techlque
it the suond wiinde, our Technigne may oL
T ek oo Y it neecemarLy L oo loss wo slso F8] e
magy other mecessery rules of procedi

*"True, when we ore o a hurry, It msy seem thit o - stike the sniea
it our fect: b dis s oot replly S0, aniass we do 50 g DaugDty chil-
T O g mostaitat " Wo.cenialaly 6o noi * stifke ™ the oyclo.
podel Imost carcfully Tndeed dowe guide our feet to “take hold” upo it
o propd ourelves,

1o a0 tene, ihat both In the case of the stairs, and the cycle-peda, 2

%
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Three main § 6. Seeing that we have o deal with Finger-

sscular-  oxerion, Hend-exertion, and Arm-weight (and its
componemts.  co-operatives) as the muin sources of Energy by
which to set the key into motion, we now realise that all Touch
is built up of these THREE 3axy MTSCCLAS- CoNPONENTS.

We should carefully bear this in mind, for these three
muscular-componcnts (or elements) of force, can be applied to
the key, combined in a groat variety of ways. In fact, theso
modes of application can again be classified, s comwing under
three main principles of combination, forming THREE SPEOIES oF
Tovcs-Forwamos, or construction, viz.:

1): Tone produced by sxertion of Finger alone, with
passive Hand and Arm.

I1): Finger and Hand both exerted against the key,
with passive Arm.

TIT): Arm-weight (etc.) combined with the Finger-
and-hand exertion.

In forming or construsting the Aot of Touch, & thorough
understanding of these different modes of combining the
Flements of force at our disposal is essential; for it is of the
highest practical utility both to Teacher and Performer, in
acquiring and applying a rue Technique—a Technique tha
will serve the Artist. A separate chapter—(Chapter XIX.}—is
therefore devoted o a fuller exposition of these points.
amweigst § 7. Mo render the arm effective for its pur-
employedin  pose as a Basis, we may employ it in aither of
twowass.  two distinet ways:* (), We may support it geutly
Dy its raising-muscles; or (b), we may leave it un-supported
during the act of Tone-production.

24 rmgssumt: doos ocour during tho moment of propuion; snd In tls sence
and this only, should pressure” be experienced aguinst the Pieno-key.
we must be careful to understand, that such * pressure” will not serve the

e
‘Knuckle or Wrist by these giving way upwards, when w6 apply the Snger-tip
inst the ey.
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Tnthe firsf case (when the arm is gently and essily sup-
ported by its propex muscles) its ivertis becomes avail-
able as the necessary basis for the Finger and. Hand to act
against; a basis sufficient for certain Tight touches, but
insufiicient where any large volume of tone is required.

Tu the sesond ease (when the avm is lelt momentarily
wn-segported, or “relused * during the crisis of Key-
descent) its whole weight may become available behind
the finger and hand,—thus rendering possible large
volumes of tone of a perfectly beantiful and ua-forced
character.!

pvesouwes | § & We perceive, moreover, that the Energy
of Energy,  required af the key-board is, broadly speaking.
weetingat  derived from Two souRces; that is: (a), from adiie-
Wi ity—the exertion of the Finger and Hand, and (b),
from passivity—the weight of the Arm and Shoulder set free.
Further, wo should now recognise, that these fwo sources of
Energy ME=T aT TET WRIST-JOINT, there manifesting themselve
(1), as an Activity wpwards—derived from Finger and Hand ;
and (2), as a passive Weight there tending dowmwards?
Quaatity of § 9. It is from the sum-lotal of the evergies
Y ina dupends derived from these two sources, and thus set free
on T against the key during its descent, that directly
amount of arises the total QuavTIIY of tone for each note ;—
emergy. the particalar grade of tone-quantity depending
on the particular sum-total of such Energy.
Qutityot § 10. The QUAUITY of the resulting fone on the
Y mataty Othor hand depends prioarily on the fact, that
etermined by bhe tone-production may be INITIATED by either of
the locality of these same two sources of Energy, viz.: either (a),
;:;;f:’;tm by Arm-lapse, or (b), by the Finger's and Hand’s
S om  muscular activity. They thus form the distinction
between WEIGRT-700CH and MUSCULAR-TOTCH.

1 The sensation of 8 Lacseleft Arm must be still paramount, even when it is.
itself employed 10 *lever” Shonlder-weight upon the keys ; for the -
muscles of the arm should remain perfectly lax, cven when we are employing
its down-muscles to lover or besr-up against the Shoulder from the koys during
their descent.

*Finger and Hand thus act upwards at the Wrist against the Weight of the
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be these two GENERS of key-attack more fully :
a): We may start the museular-operation required
during the short space of Key-desceut (or Tone-exci-
tation) by “willing” the Arm-supporting muscles to
LarsE ;—in this case, the fnger and hand must automat-
ically indertake the duty of supporting the Weight thus
set free upon the key, doing so in response to the sensa-
tion of weight folt to be left un-supported.
by: We may, ou the contrary, slart the process of
Tone-exeitation, by * willing ” the muscles of the Finger
and Hand toact. In this case, when required, we may
also sdd Arm-weight, through lapse on the port of the
arm-supporting muscles ; but this Lapse will, under theso
circumstences be given in answer o the need for a firm
Basis, folt af the Wrist joint; for such need arises when
Hand and Fingers act vigorously as in forte,~owing to
the recoil upwards being equal to the force manifested
against the key, o already pointed out.

§ 11. The tone-contrasis vesulting from this difference in
treatment ave as follows

Toneinitisted by Museular-Iapse—by Weight, tends towards
an un-percussive, singing, and sympathetic quality, strongly
possessing the characteristic of “carrying power.” Thase
qualities it owes to the fact, that the full speed of the key's
descent is here attained gradually rather than suddenty.

Tone, initiated on the contrary by Muscular-activity (tha
of the Finger and Hand), tends towards a percussive, sharp,
aggressive, byilliant quality, possessing comparatively little
fulness or carrying-power.! Reference should here be made to Fig, 4,
Part IL., Chapter X1; §§ 12 and 13,

sem . whilo tho Ttr i fothl purpose ither Lt un-rgported byt muscles
%o the desired axtent, or isinstend, gontly guprortat—hen only frtion of

e weight bevomes oftetively avallsoe. (Vide Fign 8 and 3, page 161)
T8 seatan by hts A arante I tho vality of ihs Tuitakive forms the
moadn muscular difference betwvopn Brillant 3ud Sympathetic Tonch, iy thet
in the onecase e applcation of Eaerey o the koy s more ‘Sudden, and in the

o e Gradas Bant o1 1T e start thetong production by 5 el

i !hc amen a4 Hand. the Smcrzios s e e Tore Tmetely it

irface ; and, are therafora translated into more sudden key-descent
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; § 12 The distinction between Sympathetic
Sty o and Brilliant tone-quelities depends, further,
et atapy on those two opposite relative conditions of the
difference be-  Arm and Finger, from which result the cLIvemve
tweenClinglag and ravstive Finger-attibudes alveady alluded
S TRSHing 4 5y 15 1% and 12 of last chapter? Thet is, apart

“ from the difference in tone-quality wrought by
finger-and-hand Tnitiative, as sgainst that wrought by weight-
release Tnituative, the distinction between “ sympathetic” (fall)
tone, and “Jrilliant” (thin) tone, may be further enhanced by
the optional emplogment of the FLAT fuger-athitude, as against
that of the BENT finger-attitude.

These two opposite attitudes of the finger, available, seem
at first sight bub s slight distinction, but they also brm in
their train completely opposits ttitudes of the upper-a
For this reason they give rise to two dinmetrically oppnsiﬁe
Linds of technique:

Tn the first case,~that which enhances “ Sympathetic”
tone-tendency—the Finger is applied in & comparatively
than if we start the tone-production Ly lapse of arm.s mnpﬂn 1In the latter
ase, the Anger's and lund's sapporting nmwuu are given but ju response
to the promptings of the jnauguratory arm-releas e, heace the ener 1y takes
longer to accumulute on the key, and thus duoes that more gradual lescont
of the Ley which is assoolaled with un- vm;um e tone.
g this macter, if we bear in mind the
uired for all tone,—consieting 45
these do of the Weight mu ersus Mussalar-aciistts ity of finger and hand.
(Vide§ 8.) 1f we do tbu, it becomes easy to realise that either of these two
elements may start the process uf tone-production, although dotk are more or
foey nosied T s consummation,

'he difference in general tendency of the museular-attitude between sudden
and gradual tone-produetion, may liere be compmed 10 the difference hetween
t our bodies in both cases;

!leivu," asit ore; for in mounting,

v hm t0 do more than merely support the body. ereas, in descending,

mit the exertion of our nether 1imbs just mmcxenuv 0 penmz of a gentle
dr,xu;k of our boc dy-one siep ar a time, and witbout pércussion [

5. 17
*Wa s}mll ﬂnﬂ on eloser invesmgnuun ‘that the true eauee of the differonco
(ween ““beat ” and “‘flat” finger, is not to be traced to the differencc in the

Sngorsaction, bus athr fo the ciftsrence in Condition of the Upper-arm or

w. In other words, it is owing w the Inst-montioned fact—the fac tv.vf

;L\e Arm umg either 1.,{‘4 f red forwurds, o instead tending to b

e whenoe & the fluger's thrusting or cliuging action, respectively.

(Vids Chaps X125 6505 ¥
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“Frar” position. TIts action here is, that it clings to the

, and tends to draw the Elbow towards the key-board.

Ths tendency - of the Elbow to be drawn forward by the
finger's folding-up action,’ must, however be prevented
from actually taking place ; it mxust be cownterbalanced
by a sufficient (and but momentary) lapse of the Upper-
arm; such lapse being allowed to supervene at the
proper moment during the ack of key-depression.
In this way, the finger's forucard pull upon the Elbow is
so neutralised by the backward-tending Weight of the
Tpper-arm, as to canse these two forces together to act
in & perfeotly VERTICAL direction ab the Wrist and upon
the key ; creating there the sensation of vervicality of ap-
plication ; and not necessarily evincing any actual Dack-
ward or forward movement of the limb during key-de-
pression.

In the second case,—that which mekes for brilliancy
and sharpness of tone, the Finger is appled in its fully
curved or “BENT” position. In this instance, its fend-
ency is to hrusi against the key, and therefore (by recoil)
italso tends to thrust the Elbow away from the key-board.
Any actual movement, or thrusting-back of the Elbow,
must also here be prevented ; this is accomplished by
exerting the Upper-arm itself forwards, doing this how-
ever very slightly—indeed not more so, than will just
serve to neutralise the finger’s backwardthrast. In this
way, we here again obtain perfect wverficality in the
application of the force ; such being one’s experience st
the Wrist-joint, and indeed slso af the key itself. (Fide
Appendia, Part 1., Note XV.: * Flat v. bent Finger-
attitude”)

These interactions of Exertion and Weight may become
clearer by refering to the following two Figs.,on the next page:

1The finger, in this case, acts as ¢ whole,—all three segments of it in the
same direction, It remains n|m dmnsn smnght during the process : while it
feels like a mere rubber-stic) —sA 8 arm does in hanging from a
horizontal-bar ;-4 sensation very d rent imm that derived from the legs In.
thefr ting action When monm.ing
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The difference between these two attitudes might also b
expressed thus:

With the Bent-finger attitude, the whole framework of arm,
hand and finger fonds 2 urbead from its mormal position;
whereas with the Flat-finger attitude the general tendency is
precisely in the oppesite direction.

This can easily be made clear, by exaggerating these tend-
encies and stresses of the limb into actual movements of it,—
although such movements sre not vequired in actual per-
formance at the instrament, and are even to be deprecated.

Fig. 10 is an sttempt to show this experiment, and its inter-
actions, on paper:

Above P £l
d’)uhled-np »portion w1 s powble to placo e
of Bent, or Thrusting fnger, the whole framesork (from fuger-tip 1
lbouldn) il end o mbend Siow ek E:mm "t the one shown 1n dethas axtine
ower to be decived from

T anve of Fiss v Clin mﬁ’" ndency is, on the contracy, to contract
from the ally extended wmnn oited ontune) o i flly ben one”
arrows at A& suggest oF Joroe In bhresting-attitadc; whereas

thoss 2.5 Somsth 6 dasdion fn Clngin
~ Both posions are graily exaggecatod o show tho sl of thosecuiced tendon-
Figa. G and 7, page 161, Fige. § and 8, page 166, should be studied in
Somjunction with thid exporimemt

In making this experiment (and for the time exaggerating
into visible movement those actions which in actual playing
should be mere tendencies and stresses) we must be caveful
that these movements are nof caused by any action of the arm.
itself. The movement must in both cases be wrought only by
the action of the finger and the hand. In illustrating the
Thyusting attitude, it is therefore the finger and hand, thrust-
ing against the keys, that must thrust the arm away backwards;
and in the case of Clinging-attitude it must be the finger and
hand that mist draw the arm towards the key-board.
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The thumb does nof show these divergencies of attitude so
markedly as do the other fingers, and it does 50 in a slightly
Gifferent fashion. This minor point will appear more clearly
wader “ Position.” (Vide Part 1V.) N

§ 13. Liet us for a moment consider why these
e, divergencios in treatment further the difierence
thereasomof  between sympathetic and brilliant tone-effects :
the difference The flat or clinging finger (with its correlated
ia resait. “hanging * upper-arm) reduces the whole system
of fingerhandandarm into its most elastic condition ;~a
disposition favouring therefore o gradual transmission to the
key of the fall amoust of Brorgy amployed —with its result-
ing gradusl } and m (or mn-
percussive) quality of tone!

e bent or fhrusting fager (with its correlated rasisting
upper-arm, or elbow) on the contrary, places the whole limb in
an inelastically standing condition upon the keys j—a dispo-
sition of the material therefore caloulated to canse direct trans-
‘mission of thefull enexgy o the key ;—with its resulting sudden
depression of it, snd consequent more brilliant tone-quality.*

The purt that Bleaity plays fn promoting bescty of tne, has lready
n dimiy rocognised by many. . Some bave gone no furlher than to
Suppose tint the Gillerence is wroughg by pringing -t more fesby part” of
inger into contact with the key, e gone somewhat further,
and havo recognised that haﬁugerxtse\fi! e lagi Shen et wanliod s
 fatter postion ; aile they have notsucoeeded In recoguising the function
of Arm-weight, nor the supreme necessity of ceasing “ pressure the moment
that tono has béen reached in Key-desceat. In a recent work (FRANKLIN TAT-
10, * Technique aud Expression,” pago 10) we read for instance : %10 pro-
duce the most musleal and sia; %qusl‘l 7, 18 necessury uat the dngor,
Liowayer firm the prossure, should be In an elsstic condition, and it is f
fore Traporiant fhat every Jolnt of the fnger and hand, and- even the wist,
slmuld Xept loose, and should yleld slightly with each pressure of the
) "We wow soe, however, ‘ot 1t 5 e kel e (from
T shoulder) that begomes elstic It we. ewmploy Upper-arm Weight lupse :
main cante of diftorence in tone-quality being the condition of the U
rm, or Elbow. For if the upper-arm forward, not only are elbow

s hangs on 10 the key during descent
when we esire it, 45 we cannot. then

finger.
S Sttt a thrusiing » fuger demands a corresponding forwasd-
This fs all very well o long ss %o very largs quantity of tone Is requireds
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Eouidegoint § 14 Tt is imperative thoroughly to under-
action, it stand the duties of the three Finger-phalanges,
fmportance.  yegpectively in flat” and in “bent” attitudes,
and the precise nature of the contrasts here evident :—

The main point is, that it is the Fnckle-phulanz (the portion
of the finger nexb to the hand) that must do most of the actual
work, both in clinging and thrusting attitudes. This portion
of the finger must be exerted downwards upon the front two
joints (and therefore upwards by recoil at the kouckle) no
matter whether the two front joinis are straightened out (s in
clinging touch) or whether they are pointing downwards (as
in thrusting fouch).

The essential difference between the two Attitudes is there-
fore to be found in the action and resulting position of these
two front phalanges,—(s), if these two phalsnges are used in
the comparatively vertical position, they thrust backwards in
taking the down-force of the knuckle-phalanx behind them ;—
the action of the whole finger being hers analogous o that of
the leg in getting up from a chair, or in oycling, or in mount-
ing stairs. Wheress (b), if we leave these front two joints
almost straightened out, or with but a slight clinging action,
then the wholo fnger makes the arm cling to the key;—an
aotion analogous to that of the hand and arm when clinging to
a horizontal bar.

But if we adopt tbis form of techuique or ““FORWARD TOUCH,” s it may be

termed, for a really full forts chord, then we shell find that the result is an

exmdm Ay hard, sharp and disagreeable effect. An effect perbaps not of
e to us if we are accustomed to its ugliness, but most objectionable

when we lnve discovered that the Instrument can give something beiter.

The fault is, that instead of doing as we sliould do, and nlluwmx Arm- we’lglxt

and when necessary Shoulder-weight or even Body-weight to come upon

forws
Such rigld, real * dnvym-nrm" ozoe (ox Body-foroe) ths welonaly empxeym
i Jotas proves twclaly ftal to benity of tone ;i

‘méans of of plcnty of meise without WUCh thought or care,
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§ 15. It is well to he urgently warned against

v the fatal fault 50 often connected with the fatter

the tao font  and clinging fnger-attitade, a fault, which, when

langes. once formed is probably more difficult to eradicate

fhan any othier, viz.: the exertion of the two front portions of
the finger with mor forcs than e knuckle-portion.

Tu this case, the bwo front phalanges pull inwcurds towards
the body, while the anuckle.phalans remains almost passive;
__cansing the finger to feel quite helpless and weak! This is
owing to the csertion of the finges 10t Jeing vartical upon the
key as it should be—in the direction of the key’s descent, but
instead taking the form of an ineffective pull, or even bac.LA
Ward rub. Such touch piight aptly be dubbed “Kes-tickling ”
instond of Plaving, Fig. 11 exhibits an exaggerated view of
this faulty tendency :

Pty action of the to front phalanges of tho fuger, she
rescl ot Hhow b coeres i Wﬁ"" AR R e Ao
Thoula e the main working lever of
In correct “flat” finger-touch action, the two front pha-
Ianges should on the confrary be left comparatively passive, or
almost completely 5o in fally sympathetic tone ;—and it should
always be the strong knuekle-phalanx (the one next to the hand)
that provides the work of “levering weight ™ upon the key.?
1The opposite fault is also occastonally met with, viz. : a thrusting finger

(and o) Witk & perfoctly nagas positicn | 1t Torias & most Taconveniint
and ungainly Touch-method, with & most ugly tone-resul.

Fow piger- *The nature of Finger-action, ia both its forms (and Hand.
ol . aoton, ok, o fat) s et 1oac clear by dneorting the hand,
be shown. jsying it st upon the iable, or Wpon one's knee, and

Dractsing the follgwiag tres exoroaes

4 few ouvces—or use the partial welght of the

ol ontn SIS g8 Snger or pencil. Let this welght rest upon

the Knuckle-phaans of one fugerof the inverted hand, and close to the siddle;
Joint end of this phlans. o e the cans of ihis

‘phalanx; support nnd balarce the weight thes for & few moments, mesawhile

E
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-]
i

¥ie. 15
o : & esmtite e lumers baud oing nvured
o S e !Lhe Seshge hewd i g et ey b apariad o
2 by the leammer's o
o imstraot and emzcuetbb Knickle. phalau slone, the pencil or welght should be
Dlaced st 1 in g, 1. o nsiroet and exsiomse {oe Bger at reqnied for gy
Sitirace, ho pensilz 2 b ook o s 1T ot o iy 1. Wikloro!
Chrusiing-attivade the finger nd pencil should be as in Fig
It a g 1susad i these osercises, it showld e n“ovréd to slide freely up
and down betweeen the fngers of tie other hand, or tlle teachers. If the
L 15 Lot of amoLDe v (ransmen rongh.a Buger oF el thed ong
should be eareful that the resistance given be not too great ; otherwise harm
might be done.
taking care not (o move o ezert the two front phalanges of the finger in question.
Then, suddenly eoase flis supporting exertion, and tius allow the e gl o
Tl Wit the fnger. Repeat s process several thes,  ide 1o

et e ol (o finger, ox pencilyon the sof tip of the working
the

finger; 4nd proceed again to Lift, balance, 4ud sabsequontly to It ful 4
ehgit with fle fnger- The taro Froat Joints sre eanitl 1o be Jft sl imost
Timg and inactive, aad the position of cha whole Sugor should therefors rem
stragt, whilo the work of H{iog 5 to be doue by the kmmm phalis umf
wiich showd act preciely aa o the st experiment.  Vide 4T of
pencitin

ig. I
e et practsed e sction o the * At o cliaging fnger, aad we
now study the action of the *beat” or fhrutitg fnger in the same

"1 1 done thus: Bend the two ot phelunges fato the proper posiion-—
it ual phalaox vertioal and afir plecing e welght or pesal on the tip of
this experimental finger close to iis all, 20w proc 1o excreise the
tager o ftiog, baiunciag 1ad thon' saddealy cousiag to Suppore the weigh

Traving in this way learnt and practlsed the proper action of the Kauckle-
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§ 16. From the foregoiug we obtain the two following
practical rales for obtaining the respective extremes of Sym-
pathetic and Brilliant tone-colours :

(0) : For extremely sympathotic.quality, ve must allow
the Rt finger-attitude (with #s kanging elbow) lo co-operate
with Weight-initiative; while (3) for extremely brilliant.
quality e must on the contrary allow the bent finger
attitude with its forward-tending elbow 1o co-operate with
uscular-initiatize.

§ 17. We now come to thedistinetions in touch~
method respectively termed Arm-touch, Hand-
Finger, Hand fouch (so-called “ Wrist-action”) and Finger-
asdAm  gouch.
touches, e shall now be prepared to realise that these
are by no means the distinctions radically of K1sp which they
at first sight appear to be. For the movement of the Arm,
Hand or Finger, visible during Tone-production, results from
a merely slight eacess on the parh of one or other of the com-
ponents of the complete musenlar condition requisite (and
difforent) for each particular kind of tone. It is the stat of the
arm, hand and finger conditions (which creates the particular
muscular operation), that determines each tone-kind ; whereas
the distinction as to mere movement (be it that of the Arm,
Hand, or Finger) depends on the fach that one of these compo-
nents slightly outbalances the other two.

We therefore also perceive, taking the particular set of
muscular conditions that produces sny given kind of cone,
that such particular . tion (with its
shading) can be accompanied by a movement of vither the

The distinc-

[l both 1 theclingog and thrusing sutudes, the next siep to teko
3 t the whole proceeding st the Piano, with the hand returned to its
Dhopes hociuverted poskion s and wbAe TlBNag e sume Shinoss of aovon
and in-action, seeing to it, thal the kauckle-phalanx stll oxeontes most of the.

 Some muscular-combinatious ate however only svaflable as Finger-tonch
and Hand:touch ; ‘while there are also & few available only as Finger touch.
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Finger, Iand or Arm, without materially effecting the tone-
result.!

§ 15. Thus we find that :
(a): AmwToUCH (fone-production accompanied
by Arm-movement) results, when there is a state of Jalance
between the three components that form the complete muscu-
lar-operation against the key, during the latter's descent,—
state of balance between the Arm, Hand and Finger conditions.

For these three portions of the complete limb will in this
case retain their relative positions towards each other during
the act of key-descent ; and the visible product must therefore
be: a movement of the whole arm.
Hsud-touh. (b): HAND-TOUCH (Wrist-touch)? results when
Hs.nd-exert)on is slightly in excess of A:m mlme
and balances fi during key-de

2 word, we find, that those Gifferences in muscular co-ordination of

Action and Tnacuon G/ uselor-combinations 1) which 816 respetiively 7o
quited () o, catee each pousible diereac, 1z sound sl snd () o Eive
o, * 420 5 Folome, i o Sher mmm",’i“gm:ia?e sk
ln"Vy exhibited to the Eye as ¥ o the Tingor, Haad snd Arm,
as

Arm-touch.

thing wher com b 1 hess Epniaie G Terences, Just mentio
e toeh o e mie oo caction,” ﬁ\l‘muah the st can-
'not.azt, inco 3t is merely a hinge. inger. actio

m,”
7o 2159 Tos:, misignding serma. - Finger-action, for astance, would
Saply, that tho foger js- alone * active. "W hereas we. have learoed, thas

inger momenatt loe uo fone can possbly resull besand ¢ quits soft
‘and springy one, without tional of Hund.aainity 10 lever
ot agune: the hy,——whﬂz e aacion, o e o Bevessanty

\d-movement.

AT action » 13 siso a peali tly infelitons tem
smggest o the wywery, an acties **pounding ™ done, by  the arm. }znpwmy
&0, as the. bmmmuy Yhoe srrmpov a

convey to the uni
Tors Ty oy of 1 ot b waich thrs.can b oo resr Sha
aginst th Taws Of TonG-PTOGUCHOR, BOT 825, mors far-reAcling n- 18 conse:
quences.
Wrist-action, anyway, is a complete misnomers for tf Touch accompanie
by Hascmoreriont s b b spld, e iy o b consistot, e iy
us

PEibow or - Shoulder » poros.,
Tho iden, howover, reuly mennt, to o conveyed, is not at all that of
“aetion ” in’ the sensé of work, but merely that of movement Hence by
sooulled foger band (o) ind arm b goifons,” ate Mesal one-oxciiations
spanied espucisely by movements of thore portions ot the wholo T

o, as.the e of in conditions of the arm., band and finger
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saeut must obviously here be the product, for the slight excess
of hand-exertion will safiice to prevent the Arm from falling
(if it is muscularly-lapsed), while the finger-esertion (as itis uot
in excess of that of the hand)will only suffice to refain the
finger in its velative position towards the band.

] (2): Frxenn-1o0cH rosults, when ibis the finger-
Finger-tosch o ortion that slightly (but sufficiently) outbalances
that of the Hand, snd of any Weight that may be set free by
arm-lapse during Eey-descent. For the slight excess of Fin-
ger-energy will here prevent both Hand and Arm from shos-
ing any movement, and Finger-movement hence becomes the
only visible product.!

Tide, also appendiz to this parl, Note XVI., « Incorvect v.
correct Finger-touch.”

To sum thisup: The conditions of d7m, Hand, and
Finger oblalning for eny particular quantity and quality
of dune remain practically identical, no matter whether
these condlitions exkibi arm, hand or finger movements
s a result. Diversity of movement is quite @ subsidiary
differance, since it s simply the consequence of one of these
components being very slightly in ezuess of the other two.

§ 9. Tt is well o note in this connection, that
when we move the finger only, the sensation
Finger, Band resulting therefrom seems as it were to stop at
andAm  the knuckle—for the finger seems to thrust up
touches. against the Knuckle. TWhen we employ hand-
touch (“wrist-zction”) it appears ss if we played upwards
against the Wrist, Similarly, in employing only a movement
of the fore-arm ;* we find that tlxe sensation may be described

The relative

cleatly dentical for each di
ShvoiTo 8 Bk oo the o o ook o oo 5.t hroe components of
the musculat-act, it follows, that 3t must prove for loss misleading, if we
choose the nencrs] term of - aouca,” - This momenclabire Las thereforo bata
adopted io this worl

+To speaking of * Finger-toueh," do not lot us forget that the term merey
siguifles, an act of Toue-production accompanied by & monemend of the fnger ;
and that this doés not, preclade our omploging al three 1nusculer componen's.
when desirue | Al thre Spuos of Touch-formation cun indeed be'spplied

“Bingeriough” (Viao 6, and Claplor X1, on thcse poini )

< Tide Nt 3 o mect paragraptnent pi
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as being wpuards against the Elbow; and likewise, if we
employ a movement of the whole arm, and use the full “ Piano-
voice " we possess, the sensation seems upwards against the
Shoulder,~alsways “upwards,” by recoil from the key.

Arm, Hand § 20. Jadicious choice between Arm, Hand
and Finger a0 Finger touch (or movement), for each partic-
movements,  ular passage is of considerable importance. It is
when appio-  the actual speed of the passage that should in tha
priate. main determine such choice.

Thus : Amx-touch (movement either of the whole arm, o of
the fore-arm only) is the most appropriate to choose for a slow
succession of chords or detached nates ; in the same way that
the most natural mode of picking up any object, when we are
not in too grest a hurry, is to move the arm towards it

Not only are slow successions of single notes and chords
thus perf by h (e, k accom-
panied by arm-movement), bub the beginnings practically of all
phrases are performed in the same way; and this is dome
whatever the nature of fhe touch selected for the rest of the
passage. The reason for this selection is, that it is more
simple and easy thus to move the whole arm (or fore-arm) when
there is time $o do so, than first to move the arm towards the
Xey (or other object) and then to commence another movement
in taking hold of, and moving it

+ When the whole arm moves with key-descent, we must remember to avoid
making o misialo, similar to one wreudy warnéd agunst; that nmely of
s the dowa ad backmext) mualar-oerio of the urest-am. T Leys
Shotd 2ot be puled dowa by & buekward exertion of the up :
Sontrary, the Tk mand iesdiney ot the ibow (fogming Cllnging oneb) should
Se wrougi solely by allowing the upper-ari to

x cerinin passages, that prove too fast for & movement of the whole
arm, and for which nevertheless It is ot desirable to use Hond-tonchy we way
sdopt @ movement of the forearm only—a movement of the arm irom 1
Elborr. This Torcarm mivement may uevertheloss bo sccompanied (whea
Gesirable for “thick ” tone) by lapse {1 the support of the Upper-anii,—

ot caso wo omploy the Weight of tha porton of i linty ithout bow:
showing any motion of it. If we do hot employ such weight-lapse (of
e wpper i) them (e, toucly becomes of tho  forward » or = thrustiog”
ion, wi mors ageresive wore-chumiter.
3 ot Hie Yoot of My

rojudice agsioat. s
e s sehted s vemnts of o hand. tnd foger

This atiurdity of such prefudics beoomes sppaent, when we zemember,

siady in the
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Haxp-Totes (Wrist-touch) becomes imperative, when the
passage is too quick to permit of the reiterations of arm-
wmovement. For the Land is a much shorter lever than the
arm, and it therefore admits of far quicker repetition of its
p , when Hand-touch becomes
imperative in the place of Arm-touch, is quite definite for each
plager, The speed atwhich Arm-repetitions become laborious
(and even imspossible) to the individual, should in fact be caro-
Sully noted.

Frsore-Torcm becomes essential, when the speed required
is still greater. For even the shorter Hand-lever becomes
cumbrous beyond a certain limit of speed, and the shortest-
lever, ic, the Finger will then alone avail! Finger-
movement is slso compulsory for all true Logato passages,
whatever the &mpo; sinco Legato oun ouly be obtained by

carrying tbe Tenut of the Resting from
note to note, through the merpomon of the successive
fingers.

Shat o ntecan e played alons meszo-fort, withowt bringing the Avmelement
into operation,—emmploged 45 it has o be either as an elastic, and then ouly
partialy eleciiva Baci, or emploged as 4 welghi-providing componeat

in its fullest effect, by the momentary omission of its own muscular’ sup-

port.
rated, it ight to objet o Armmorament, when the speed i note-
Tepetitions exceods it Which can be conveniendly ex ¥ movin
e lovers and grantod s, (st no pojudion agumb arm-movement can
possiy be 100 strong when arm-movement signifiza ARM-FORCE badly
applie
o The Pla-finges atttude peais of 4 elzement of aoton and ovament
auitablefor extrespely Tapid (nd dcTicats ) pessages, such 8 aro occasionally to
i rocuse, with s sound-watings-—
mere breaths almost—of bare hmm ion. In such gase e move ouly
e o i the Iy moved
T e matioheof e bugo i here svgobes of e Sighico Seseripion:
Just the depth of key-depression fu fact. It indeed forms the solitary excep.

{nsisted upon. which, fu a1l other fnger-tou ould be paramount vot only
85 10 movement, but lao os 10 aalion. s already polnted out (Vi

§18and s ol movement end action avo very cretped and fneffctnal
When restricted moro or less to the front two phalanges. Therefore, excepting

i the panloalar gossamaer-ike agerionc here reforred to, o piust Shwogs
remesaber that {t 1s the strong. knm,kle-pmlnnx um ‘must be relied up:

e finger’s work i e thigh of the log is the
most imporsant factor fa wALbing 404 cyohiag,
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Ccompination. _, Circumstances tend to modify the rules here
et given, since certain kinds of tone are more easy

of attainment with a particnlar kind of move-
ment.!

Although it is undesirable, and even impossible to move
the longer levers in the quicker passages, yet this does not
debar us from moving the shorter levers in the slower passages.
There is in fact no reason why we should not at times employ
& movement of the hand, or even of the finger, in quite a slow
passage—the latter movement being indeed imperstive when
desling with a Legato.

The movements of the arm, hand and finger may also at
times be found desizable in comdination. Thus,we may find
passages suitable for a combination of finger and hand move-
ment; or, a movement of the arm along with that of the hand.?

§ 21. Of far greater importance however than

Choice of mus-
Choice of U5 Choice of limb , is choice of M
tion far more coxpraTioN—the particular choice of muscnls.r-

portant _ conditions that will induce the right quantity and
ha cnoie of quality of tone—the choice also in this respect
movement. 41, ot will permit our attaining the full measure of
required agility. As already noted in § 6, consideration of
this allimportant matter, the consideration of the Thres
Species of Touchformation, or construction, is deferred until
Chapter XIX. (Vide also, Note to § 23.)

§ 22. We have elicited (§§ 2, 6,7, 8 and else-
where) that the ase of Arm-weight is required for
the “ Added-impetus * during the moment of key-
descent when the tone is to be full and round; and that we
require it also in 2 slight and continnous form, for that second

Afmoweight—
Tow obtained.

* Singing-tone itself for Instance is nsually far more simple to obtain, when
accompaaled by & movement of the whole arni —although it oxo. ume well be
obtained, sosompasied only by & movement of the bandpr of th

i o Fiaear hand tonch (nges and hama ol moving)
might ba cited : The left-hand single-note staccato pessage afler the Srst octave
subject, of Chopin’s C-sharp minor Scherzo ; o the et band stacnts, from
The filogreti of Beetliovons Sonata io T Ak, Op. 81, Somme players wonld siso
Tor instinse 11 the oraves of 1hs samo Olinpla Bcliers Tibre couvenlont a8
an example of Arm-land staccato, than s ome of pure Hand-iouch.
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kind of “Resting,” which, while being ponderous enough to
create ppp-sound unaided, also forms the Basis of all natural
Tenutiand Legati. It is therefore obvionsly essential, that
w3 should be able to obtain Arm-weight with certainty ; since
all beauty and falness of tone, and euse in Legato, directly
depend on our facility in this direction. Hence the following
details :

To set Arm-weight free: we must relax (or cease
acting with) the museles that serve to move, or retain,
or support the arm uprards.

Now (u), the arm will 7ise, if we exert these museles
sufficiently,—and the exertion will be hardly noticeable,
it is 50 easy; while (b) the arm will remain gently and
lightly supported off the keys, if we exert these muscles
slightly less than will thus suffice to raise the arm

, only if withth muscles
(o relus them still farther) will arm-weight be set free ;
for only then will the arm become limp and ready to fall,
which it will in fact do, unless it is at that moment sup-
ported at the wrist by the fingers and hand upon the
keys.

Tt is important to notice, that the release required, is not
that of the Fore-srm alone—s mistake often made—bu that
it is the whole arm (from the shoulder) that must be released.
And as the muscles involved are partly situated on both sides
of the shoulder and chest, it follows that the sensation of their
exertion (and cessation of such exertion therefore) is not
experienced in the arm jtself, but is on the contrary felt to
proceed from musdles situated upon the body—across the
shoulders. Tapse in srm-support is hence felt as Shoulder-
release.

Tho waming is also necossary, that mere movement of the

No movement of the arm will ensue, if we do thus support the loose-Jeft
srm at the wrist through tuch resctions of the finger and hand mmcm
2gainst the key, nlt.hmlwh we shall feel the full benefit of tlie released weight
during toue-productie

The amount of w: ghL ‘will of course be in direct proportion to the extent
that the arm-release is complétc ot lncomplete; while the operation of this
‘weight must, as so often losisted upon, ccase msmnn\y ‘when sound is reached.
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arm can very easily be mistaken for releaseof it. The arm can

with o hardly jabl
amount of restraint, and yet be in @ fotlly uafit coadition for
either full or beantiful tone; for unless the arm is really re-
leased, and is moreover released in anscer i the key's felt
resistance, failure will assuredly result.

In short, the movement of the arm, resulting from a real
velease, is perfectly free from all sensation of work done, and
can be realised as a distinct Lupss or cessution of work.

hose who do not naturally employ un-restrained muscular-
actions (Pide § 23), find it exooedingly dificult to give these
necessary arm-releases; but uuless they saceeed in this, it is
hopeless to endesvour to improve their tone-production.

: Those, for fustance, who have beex agcustomed to employ dhetr arms ine
eI ntesd of relened o achies, fiad it exceedingly
difficul B0 the Toquiatie Condition o tne Tnh gt 85 oy A
il conditions of BT Bomensnon. wth o oy T s
finger and hand.
main diffenlty s of conrse the meatal ono: Such performers, to
optan the small nad bt tono they huve sugceeder in obtining, luving formed
the vicious habit of mnking violent exertions (cither egainst the key-beds, o
agatust their own muscles) ind it an cxceedingly ditheutt probiew, t mentally
disassociate a big tone from such huge exertions,
"o remety ths, they must lears to realiso (s above insisted upon) st
quite s largo one can be it by means of thiat which feels like a Zapee (or
sence) of all exertion. For that s undoubtedly the sensation uppermost
daring the produstion of  really *ull” tone, prodced as this should b, by
the supporting muscles of the arm belng made to ceate thelr activity dusing
e moment of loy-descent, 11 these muscles are Teluxed, he arm
hen e liedown i on casy @
S t0 be sup

cifonse (xiih v concomiant
tain & chair with an almost struight

o the insirument han fa the usual ‘position,

e o gainst, this support, thoroughly resting the full
weight of the body szainst it. Thehmi{ -musels(the ormard-drisiag oucs be-
ng now ful Telied, the body 5o offers muscular forse. formard

250 5, backward-forting aris.. e Snall thersfore fod outseives Srongly
tampm‘l to ndnp\‘, noconselously the destrd toychmethod, 7a, Armvelpit &
i-touch form of & . Thav

known um a by
£ wroag babit beuind s b s inesion. Bog o corse v w
Oven o ke hea 10 for sach nesrly-leornt manipulations inio strong Aabit,
uriously cnongh, some of the greater Arists have been observed deliberately
to e bark T Thal Shans it EomEacteh o Slow vt s prOARY T
unconscious action found provocative of the Tequired more sympathetic tone.
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Where there are wrong habiis of long standing in this

respect, the first steps towards the employment of Weight-
release in playing, had best be undertaken away from the
i  seith its faulty mental y fations.! For
it is easy to realisa tht the avm will fall of its own weight, if
we only cease to supportit by its own muscles, when the ac-
quired fanlty key-boasd-assaciations do ot prevent our doing
0. And having succeeded in this first step, it then becores
comparatively easy to vealise, that the key also can be carried
down by 2 similar lapse in arm-supporting work.
Tho qustion  § 25. Asregards the required Fxentioss of the
of opposing.  Pinger and Hand, jb has alresdy been insisted
mascles. ~ ypon (Chapter XVL, §§ 18-15) that every muscu-
lar-exertion employed must be fraa from all contrary evertion ;
otherwise we cannot hope to play either with ease, or in
response to our wish, Tt is therefore imperative, that wo
leara to direct the exertion of esch set of muscles, without
permitting the opposite set to ach in sympathy with these
required ones.?

To ensure this, we must evadicate off sensaton of resiraint
during any of the movements equired during performance.
Every movement towards a key, or with it, must be kept
perfoctly free from any semsation of resistance not directly

\The #eadom of aotion discussed here and in the next paragraph, and all
the othier main, muwlar discrininations required for tone-prodictior, can be
directly studled, tenght and practised ss to their fundamental principles, away

e Settrimens. The s o dotng.this, are Todicatsd 1a Pavt V.r
+ Exercises in flar-discrimioation,” which ses.

*Much bad playing, with bed toneproduction as its causs, 1o doubt srises

o tho case of clemenary students (soung childran wnd cubors) from the

istinguishing bewesn Montal and Muscular effart,

of some kind is required, leads conscqueatly to the making of a genoral mus-
culir-effori,—not s muscular-fort directed towards some particular key,
Gutlug its descent only, and at s definite time, but an offort taking tho form

‘muscular contractions all over the body, similar to those that supervene
When one fs startled.

tifening thus caused, cannot be corrected by talking of tone-produc,

tion. It can cnly be curcd, by making clear its true cause—the want of
discrimination between the exertion of Will to concentrate, and muscular-
exertion.

Vide Chap. XV, § 15, on the cause of atiffening, ot
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atiributable to the resistance of the key itself, defore and during its
descent.

This rale eannot be too strongly insisted upon.!

§ 24 Tt is not enough to be able to set free
Arm-weight when thus required for the “ Added-
impetus,” but we must also be able to cease (or
omit) such manifestations of Weight, the moment we have
completed the act of tone-produetion. For unless we can, and
do, thus “cease” the weight used, it will come to bear upon
the key-beds; in which case it will grestly impede our at-
tempts at Agility, and will also vitiate our anurve of the Added-
impetus, and will in this way preclude our obtaining the
musical effects we intend.?

The process by which Weight is made to cease manifest-
ing itself against the key, is, by calling the supporting (or “rais-
ing ") muscles of the arm into operation. Evidently, thercfore,
if Weight is o be ly directed to t ion, it
follows that the required Zzpse on the part of the srm-support-
ing muscles must not only be accurately ceased the moment the
key reaches the point where Tone arises, but that the process
must also ab that very moment be reversed info an arm-sus-
taining action. Since these arm-sustaining muscles must
commence to act at the very moment that the down-muscles
of the finger and hand must cease fo act (in Tesponse to our
‘hearing the beginning of sound), it is clear that it would be
almost impossible for us directly to “will ” the arm-muscles
in question into action. We could not accurately enough time

The cessation
of Weight.

n’ the correspondence of the deed to the wish), and renders a maturel
Staceato Impossitle, and fnally makes the mmuscularact of performance &
vast Ibour fnstead of 5 delight.

rule, 9 0 the oution of al) energy ued for key-depression, abri
‘uly spplies sz mch o the eocrey dertved from Welglt, as I doesto the
gy dertved from the fivger snd nrd exertions.
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them to do so; and we must therefore under no circumstances
attempt to prevent Arm-weight from reaching the key-beds by
directly “ willing” these raising-muscles into action.

These muscles must, on tlie contrary, be taught to act practi-
cally by reflex-action ; we must be able to rely on their acting
automatically in response to the arm being suddenly “ left in the
Turel: " at the wrist-joint, owing to the sell-timed cossation of the
finger and land exertions againat the key the very moment that
tope-production is completed. That is: if we accurately time
the exertions of the finger and hand fo cease the moment that
sound is reached, then the arm will be felt to be suddenly left
wun-supporfed at the wrist, and the arm-raising muscles will
theu (anconsciously to us) be induced to re-fake charge of the
arm (to prevent its falling) as before the commencement of
the particular “ Added-impetus ” in question. Weight will
consequently st that moment cease o bear upon the key,
—and will leave the Intber either free to rebound (and thus
cause Stacesto); or if the Resting is sufficiently cumbersome,
will at all events relieve the key of all weight excepting that
slight residue required to retain it depressed, for Tenuto or
Tegato.

To sum this up : We shall only obtain a satisfactory
rasul, when the arm i canght-up by its muscles in response
to the sudden failure in ifs support at the Wistjoint, aris-
ing from our willing the hand and finger to ceass their action
against the key.t

Thequestion & 25. We have recognised (Vide pp. 85, 111, and
ofLegatov. 136, elc.) that the physical difference between Stac-
Staccato-  cato and Legato is the amount of weight al-
lowed to rest upon the key before and after each individual act
of key-depression ;—that such “ Resting ” may occur either at
the surface-lovel or st the bottom.levol of the key i—thet the key

X Gieset response to mur will cannol be exéouted with
¢ celerity with which it is accomplihed by relexacron, i the event St
the chalr suddealy collapsing under u
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wi! rebound and form Staccato during the continuance of the
“Surface-resting,” prosided we cease cach “ Added impetus
accurately at the moment of sound-emission; and that Tenuto
will arise, if the Resting is on the contrary ponderous enough
to overbalance the key into descent, since the implicated
fingers are in this cise compelled to continue their work (to
the extent of the Resting-weiglit) beyond the moment of sound-
emission.!

There remains to be considered (1) how the effect of Rest

esides the paseise Stacoato hero considered—a Staccato induced and as
suced (o g ring o the sontionous ight being 50 attenuated as
ot o compel the ikgers o continue workidg beyond the moment (Bt Sound

s reached: and (1) b insisting on scournily iming b oessaion of cach 1z~
ens actidn; boaides this natural Staceato, there 15 also a foreed lkind —a
Stacoatsd 0, in W o ey bed 15 53 1 were * kicked ” agiust by cach
nger.
Wile the sasing muscles of the fiager and hand are 1ot required in the
natersl Stacesto, v nd that in s “ Kick-of » Saccato they do come inio
operation in s slight measure. But even S ey s S e S
stances be directly ot action: 1t e do trg - wil tho

ing of
the imb, e shall osly sdcoeed 1t cansing sdifaces 1t acion This s owing
to the fact, that the ralsing-muscles must not commence to sct, until the very
‘moment that the doun-action of the limb is completed, with the beginning of
sound ; ad it is tmpossile for s ity o time the raising wuscles with
n . . work. Hence
the raising-muscles st ere s sgain be (aught to ac only fo smct reaponse to
e suggestion and impo from dia i o, reund.

e ecture ook sl of . Wektug' aetesl toe kep Lam

anclogons to e pne o Jmptug, and. the sing muecls Ty st fn autor
‘matic response o the feli rebound of the Key ; sud comiog thus into_oper-
T eemeR oY, thess Wi s o at e mecoesury moment. 1t 1 1 ity
way that, should be obtataed this more rarely used, sharp and aerid form of
Sticoatissimo sud 1t 3 Tmaterial, In Hsiog off the ny, whether it is the
fnger, the hmd or the arm that 1 drtven o

good Mezurke
theme, may be cited as peculiarly appmpnate Tor the application of this
“Kick.off » Staceato, and 1t can_also be spplied to staccutissimo rusning pas-

sagenof an fncisive thmure. A8 i ceo he formed iato an oxcalent test Tor the
employment of finger-and-hand force witheut the faulty arm-force, this s
fox i o maore il deatt with 1a Chapier XVIIL, * The Teote, etc.

Moreorer, besides the natural Legato, determined by the continyous (1.
though Jight) Resting-weight, there is also an “ ariifical ” form of legato,
sccasion .Lﬁy suitable, wmch a fous not thus depend on Welghtelosse, bt on

3y

e o e Erearuthe o ss PastRote B page 115 apd & Wl e

Iunher Szl presently. (Vido dpps endie, Part IIL, Noté XVII. Vids
s Note £ 10 § 27, page 185.
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ing is obtained, muscularly, and (2) how the transfer of it is
effected, muscnlarly.

Staccatorest-  § 26. The first or lighter form of the Resting
ing, how fo be (the Surfacetesting, zequired for Staccato and
obtained. Agility) is induced by keeping the Arm supported
by its own muscles, so that noneof its

the key-board in & continuous form.*

One is very Jisble to allow this complete and continuous
self-support of the arm to lapse more or less ; and we must be
particularly aware of this danger, sinee the slightest weight
of the arm, lefi contimmously on the key-board, will infallibly
wreck all Steccato as well as extreme Agility-passages.

The arm, while it must thus be adeguately supported oft
the keys in Staccato and Agility, must nevertheless not be
held in the least degree stiffiy,—on the contrary, it must as it
were float over the key-board. The weight employed for this
lighter form of the Resting, is therefore not Arm-weight at all,
but merely the weight of the Hand. For this parpose, the
hand must remain quite passive, and must lie loosely upon the
keys. It may indeed be described as hanging from the arm at

o The Resting e st xomenber, should be fd t be cmtinuous during

h phrase, even when it js not directly transfeired from note to note, as it

f3n a1 Ringer prssages—botl &rca 0 and legato. This applies for ingtance

even in the case of & high-stepping " wristiouch,” where the hend is well

ralsed o the keys proparaory 1o i S oh soand axclation; Tor the gencral

pression of the aititude dnxmg each phrose must even in this case be
That of & continuous resting on the Ke§-ooasc, aod T must not seem, 15 i the

normal position wers the ratsed one.
‘The latier idea is often used in teaching, but it s & doctrine that must be
a form of touch hardly ever ap-

condemped a3 most mischievous Tt i)

fate ; and it of course necessitates a contintous tension of the * Contrary
muscles ior e b,

is dootrine of the up-held hand, as the normal position in Hand touch—

1 the liey * cannot indeed be too strongly con-

47 andclumey performance o the ack of

e offer
s Do e, Lt s cu oty o éemmty of z:chn(que, when

proper Repooniac o Bisting, prechiie the act oF Koy depeenton st
Iiminary act, we remember, that need not be separate from the enl\ung act of
koy-depression, and which may, in the case of Velocity-passeges, cven merge
fnfo 8 o géneral Impreston of Key-board surface-reistuse, et fo con-
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the wrist-joint,! while the fingers geatly support it on the keys
at their surface Jevel. Ttsweight, while thus adequate to render
the contact between finger-tip snd key sufficienily intimate for
Staceato, ete., will not cause the keys to remain depressed,
provided we are careful to insist on “aiming” the work of
each finger to cease accurately, as each sound is reached?
Legatourest- §97. The second, or heavier form of the Rest-
ing, how to be ing (at bottom lovel of the keys, as required for

i Penuto and Legato) is. we have learnt, identical
with the down-weighed key of absolute pianissimo touch (p. 143)-
Muscularly it should be induced by a slight lapse in the self-
support of the arm. The whole s must participate in the
release in question, but this release of arm-weight must of
course not be greater than will just serve to overbalance the
key into descent. Tn otber words: the whole arm must be e-
lessed from the shoulder, just as it has to be for the momen-
tary weight-release of the * Added-impetus,”® but in this in-
stance continuously, and ouly to the extent the key is féli to
resist depression af its softest. And as we have already learnt,
it is the giving-way of the key that tells us how much weight
is needed to this, while that 1 of weight
also manifestly suffices to retain the key depressed with the
least waste of power, both for Tenuto and Legato.* Legato

2The fact, that e hand thus lies on the keys (or  hangs ” from the
joint), should not be understood to imply that the wrist should be plmd ina
higher level wun the hand itself. Freedom it is, that should be striven fur,

m we should often make sure of, by sliding the hand off the

Keys, snd seeiog whether it drops over the &3,

"2'The sensation of contact with,_the ke from such mere puslve
Kexuug can bowever be considersbly intens ed it we add to the Resting

of the Sngers,

el Eostvass and s apon Phe opoeive Roget surface-level by

et nanl-phalenges, S atiemaied “olinging ” must however in fis -
ight—so infrtosiml--as no 1o ho lews o cll he Upperar

{ato responsivo Lapse —as ina izuo « clinging * touch, i ihe fone would bo

influenced, and the Staceato rained. Such stight nub‘]ombdl ging

kep it  properly cxecuted, will however much enhance our confidence AVY

urly fn certain soft Agifty-pussages, enabling ua to give them with far more
eveunesu i could o ethorise rio
* Vide € 22, Arm-telght, i

Toie ahvmus ‘that the ‘foger and hand must acé very slightly more in the
heavior form oF he Resting than in the lighter form, asa siightly beavier
Welght has 10 be supported sontiauously fa the Ister oase. Bt such exer
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can only exist in the fuger-fouch form of all the Species, as al.
ready pointed out in Chapter XY., for there is uo other way of
producing that actuel transfer of light weight that causes the
effect.t

Weighbtans-  § 28 Wo have learnt how a Pianissimo-tenuto,
e e mscn. such s was considered in the Just paresaph,

spect- can be transformed into s ppp Finger-legato, by
causing tho light weight thus resting on he key-beds, to be
transferred from key to key. Now one should be care-
tul to insist, that such transfer of weight is effected by direct-
ing each weight-supporting finger in tumn to censc its gentle
task; and that sach cessation be timed to occur ab the moment
when the next key is desired to commence its descent. The
finger already in contact with this next note will in this case
be automatically prompted into activity —prompted into sup-
porting in its turn the continuous weight of the act of Resting.?

o ot tho inger sad hund (forthe purgose of Reaag, fn both s fors)
50 slight, as to be hardly noficeable, even when specia ched for,
oo beyend (b deton Tt ekt g koy-pods cva hcrctons sifaly
i b

e o oy Sisseaio-pisagen
These excepional matiers ‘Tocetve further attgution in the Appeadix to s

Part, Note XVIL * Certain excoptional forms of Legato and Staceato, and th

sllghgy hmm Resung thus transmissible.” (Vide olso Notes to $§ 25 and 27

of Hand and Arm-movements, is therefore necessarily but &
Tenuts, each one distinct fot each uote, in sphte of the general fmpression of
Resing on the key-beds tht. scoompanies such touches a1 mpresion de-
rived from e contiuous seties of Restings thers accpmplisned. atter
completion of each indiv e ptodncion it; aud owing olso to the
keg-board surface noi helag quitted betwecn the

elght s ihus suddenly as it were 4 oft 1a the ovoh,” and It o thissen-
sation which should by reflex sction prompt the new Aingor into lis necessary

have an excellent analogy in when quietly fulfilied. For the
transfer of the Resting-weight from finger to finger, 1s accomplished pxet‘:l.w]y
1 the same way 65 the welght of ghe body In WEking the 14D 1 The
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An automstio and perfect Legato is thus secured, owing to th
kess 7 other atthe right

moment.
Thesensation  § 29- Coming now to the sensation that ac-
accompanying cOmpaniescorrect transfer of the Resting-weight.
the Transfer. As we here cause the new finger to act, not by
directly “willing ” it into action, but on the contrary, by tim-
ing the cessation of the preceding finger’s support of weight,
we find as a consequence, that the sensation, so far from being
an active one, is on the contrary passive in character. That is:
the act of transference is felt rather as a lapse in exertion than
as an exertion,—the fransfer seems to “do itself,” since it is
accomplished without our willing any added-effort at the mo-
ment. The weight is also felt to pass-on from the bottom of
one key, to the iop (or surfacelevel) of the mext. The gen-
eral sensation being, that each note seems successively to “be-
come " another note, just as in vocal tone-production.  In-
deed, the ides of separate and detached acts of tone-production
does herein a measure become blurred over,' owing to this
sensation of one finger giving way to the next Ainger in causing
the new note; thus creating a continuity in sensation, while
inducing the continuity in sound?
- Weight- §30. Wo now realise more clearly, how this
touch accom-  same act which forms pianissimo-tenuto and le-
panies all Ten- gato, does also accompany ALL Tenuti and Le-
utiand Legatl. pat; however much their tone-amount or qual-
ity may differ from this Basis. That is: the Resting
which causes Tenuto and Legato is practically never more
‘ponderous than that which causes the softest “ held ” note, no
matter what may meanwhile be the nature of the Added-
impetus—that portion of energy communicated to the key
B poren o D lkiog oo & et of abedoned Wi

e Lo ot ery shep. " Sommeof the 13 gans. wers idecd blown an
this. pﬂnd‘ﬂe, by the blower &) mnmdv stepping from one to another of &
pals lows.” The treadmill is ar instance of the same principle of
um mg the lapse of we!ghz to md.‘uoe movement.

(0 a sl a train of uj

mﬂnlgmg i‘l‘;‘.f‘b&.?’f}i’fﬁni‘.‘ S oo prakriat sob o Ber >
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to mova it into sound, and which gives us our tone-vari-
aties.!

Rotarg-adjust- § 31 Evemness of Touch (and un.evenness at
ments of the  will) depends groatly upon the proper condition
Foream.  of the Fore-arm in ifs BOTART aspect ;—upon the
condition of the Fore-arms rotary activities and inactivities,
with their inflnence upon the hend in s ¢ilfing direction?

Tt is only by sccurately adjusting these rotary possibilities
of the fore-am to the needs of each finger (and each particulsr
tone-character) that Energy can be transmitted (sither equally
or un-equally as desired) o the Thumb and Littlefinger sides
of the hand. Such adjustment of the fore-arm’s condition
enables us museularly to support either side of the hand off
the keys when Tequized ; it enables us to set froe weight at
either side; and it enables us aven to provide musculsr force
in arotary direction ; while all these adjustments of Condition
‘may moreover be sceompanied either by an actual tilting move-
‘ment, or not, as is deomed desirable. Thu

The fore-arm’s rotary activities should be equally ad-
justed, when weight is required equally at both sides of
the hand® But when one side of the hand is left
ithout any finger to support it upon the keys, then that
side of the hand must be sustained by the fore-arm tending
to rotate upwards with it. Such fore-arm rotation must be
reversed when that side of the hand has to serve as a foun-
dation for & finger's action against the key.

Tt is in this way, that we owe evenness of touch to the fore-

¥ As has already been insisted upon in Chapter XV, (”The Concepts ™) :
the act which causes us to retain the key at its bottom. af complellnn
of the act of tone-production (in. Legato and Tenum), shou]d

re
ponderous thas fn tho softest 1wt aithouel e may have depressod tho key
i utlot Foren; 50 fhat In the case O orl-legato for Instutce, W bave 1y

ad srbioh will tfus leave the gentle Resting unaffected between-whiles, an
o different for ppp.  Also vide Note on p. 145 and “Supplement,”
Note No. 11T

PReterto$ 9 of bet Clm.ptm' and “Supploment,” Note No. I.
opt the slight sosiduo of aasvy xeqired to keep the hand i its
plagiog piiion, b dam
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arm'’s rotary tendencies ; and also owe to it, the power of mak-
ing notes *“stand out " at either side of the hand at will.

§92. Production of tone, as noticed above
may be accompanied by an actusl tilting or
rolling movement of the hand,—in connection
with a partial Totation of the fore-arm itself. These adjust-
ments of the fore-arm, at other times invisible, axe then
rendered visible. Buch movement has been termed ** Side-
stroke” by some of the Giermar teachers. A far less objec-
tionable term for this variety of movement is however found
in “ ARM-ROTATION-TOUCH,” which, while describing it more ac-
curately, also eliminates the word “ stroke "—so objectionable
when applied to any form of Touch.

§ 33. Rotation-touch, like all other kinds of touch-move-
ments, may be wrought either by Muscular-initiative, or by
‘Weight-initiative. (Fide$§ 10 and 11.) That is, the visible tilt-
ing movement of the hand may result either (a) from a rotary
dovwn-activity of the arm upon thst particalar side of the hand,
causing that to out-balance the finger under it ; or (b) it may
result, by applying a rotary Zifting-exertion at the other side
of the hand, which will cause that side to filt upwards, while
setting free weight at the tone-producing side—owing to lapse
of the supporting muscles on the latter side. Obviously,
the first form will tend towards “ Muscular-initiative,” with its
more aggressive fone qualities, while the second form will
tend towards “ Weight-initiative,” with its more sympathetic
tone-qualities.

Horimontalad-  § 34. Another important muscular-adjustment,
justments of is that of the Hand and Wrist-joint, in the HOR:
Wrist. Z0NTAL (or lateral) direction :—

Successive fingering-positions ! can only be linked together
without break and unevenness, by lateral movements of the
Thumb and Hand. To enable these to be amplified and unim-
peded, we require lateral freedom of the Wrist-joint, and actusl

Fore-arm Ro-
tation-touch.

1 By *fingering-position,” j& meant n group of notes that can be resched
by the fingers of onc hund, ivithout the stervention of any * turning under”
or *“ over” of the thumb abd 8nger.
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movements also of the Hand and Wrist from side to side—in
a plane with the key-board. This freedom can only be attained,
by leaving such amplifying movements of the Hand and Wrist
absolutely nnrestrained—free from all contrary exertions. In
this way they will enable us to give the fullest scope to the
Thumb in turning auder the fngers, and to the fingers in “ pass-
ing over ” the thumb, and will also facilitate the pessage of &
longer finger over a shorter one in passages of double notes.
They moreover help us to reach motes atherwise too far apart
to come easily under the hand ; and enable us to play widely
Luid-out chords (by sprear]mgthem) which ot first sight appear
t0 be extreme “ extensions.”

Lateral froedom of the wrist-joint can only be atfained by
learming to between the 1 that
move the Hand to one side (borizontally) snd those tha(: move
it o the opposite side. For unless we leave the opposite set
of muscles to the required oues practically passive, restraint,
with all its accompanying evils, will supervene during the re.
quired adjustment,

There are two kinds of movement xequiring this horizontal
freedom, and they seem ot first sight quite distinct ; for in one
caso (i.c, when the fingers are passed over the thumb), it is
the hand that moves ; whereas in the other case (ie., when the
thumb is passed wader a finger that is stationary on its key),
the wrist-joint itself moves, carrying with it the fore-arm.

The same set of musdles should however be-employed for
both these apparently dissimilar operations; that is: the

Perfectly un-restrained mobility of the Hand from side to side, is re-
quied Guning. the pertommnge of Sie gotes comprisea within Bngorppons.
tHons that embrace sonads beyond the exvent of ah octave - with most. b
such Jatcral movement is indeed requived even within the of an octave.

s & very ordinary misconception, thas such groups of notes, covering
‘much key-board spaco, should De * SIRETCmEs,” aliough they do ot have to
necusly. - Widely lai

or exteaslons atall, nnless they have aciually to
be sotinded together. persively reqilied,is, that ll e implcat

Tngers e pussesriody GToNgR: ver Gieir respectiy ter:
movemenia of tie hand ahd wrist fer smsidared, and et s * preparation ®
over each note is effected, as it always should be, agfore the actual depression
of each ey is commence
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muscles that move the /and from side o side are the ones that
should be employed in both cases. Thus:—

When the thumb rests on a key, it acts a5 a pivot, and
the hand itself then moves obviously enough, since its
finger-end is here free to do so.

TWhen, however, one of the ofker fingers has fo sus-
tein 4 note, and the finger-eud of the hand is thercfore
unable to travel, then the cffer end of the hand (the
Wrist end) has to move instesd. In the latier case,

e have two pivots—(a) the finger-tip upon its note,
and (b) the Elbow; and while these two pivots do not
move, the wrist is moved laterally by meuns of the hand-
muscles in & plane with the key-board surface.!

The somsation _ § 35- If we fulfil these two last requirements,
ofrofary and iz - perfect adjustment and freedom of the Fore-
Iateral free-  aym rotarily (§ 31) and perfect ease in the hand
dom. and wrist motions that sssist the turning under
and over of the fingers, we sball experience the sensation of
always being ready—of always feeling VERTICAT—over every
note before it is used, or played.

Now, it follows, that if we insist on not playing unless e
do experience this sensation. of verticality, then we may also as-
sume, that we are fulilling these two extremely necessary re-
quirements. And it is in fact only in this way that we should
urge these musoular details into operation during the per-
formance of a piece of music?

4 ¥When the wwrist-joint fiself thus moves from side to side, with a quiescent
Elbow, we find that this also implicates a slight rotary movement of the Up-
PER-ARM, thus allowing the fore-arm to move slightly from side to side at the
wristIn following the hand,

# For it would be undesirable, during the actusl performance of music, to
allont ot sieation 10 Shrag vowakds Lo personal. accomplishmien of muicu-
Iar-conditions, however necessar:

‘oo 3o would take on thougbis of Musie, And we must slways re-

Tavo to deal with Music, that our business is s (0 to wateh

Koy rsistance, and (3) to pro-conoelvo the time sod wae-plaoe of o note

for he Sl of the pivkse—and e o o portorsance, (Vide
Tabke, page £0, Part 1) To insist on a goneral impression of * vertiealit

Goes ot eteach from such ngcesos intontion teohnically sad musteally ; but

llow ourselves & such time t0 think of the dumé of “ Rotation ™ and
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The triple-as- § 86. Hereis the placeto sum-up the clements
pect of Wrist-  that make for a FEEE WRIST—that desideratum
freedom. striven for by teachers of all schools, old snd
Dew. For we shall now be in a position to realise, that
Freedom of the wrist- ~joint implies freedom in three distinct
aspects :—
1. Vertical freedom.

L. Latera! freedom.

ML Rotary freedom,—really that of the Fore-arm.

8): The wrist must be parfsctly mobile verticolly, even under
the strain of the severest forte pussage—nothing must be allowed
to militate against ease of Wrist, in an upward and downward
irection, however forcibly the hand and finger may be mo-
mentarily spplied to the keys during their descent.’

B): The wrist must bs pajectly unrestrainad horizontally,
under the same conditions /—the hand (and wrist) during its
movements from side to side, as well as during its position
when quiescent ab either point, must also be perfectly unim-
peded in this plane.

©): The Aand (and the wrist and fore-crm therefore) must
be equally unrestrained in @ rolary or tilting direction :—The
hand, whether actually tilted or not during .the act of tone-
production, or exerted without movement in either direction
Totarily or not, must be likewise un-restrained in this respect.t
- Bovizontaladjastment.” would probably do so. Aud this woraing applies

10 all the rules of Technique in perform:
We mst indoed give tlose attention t the acquisition of the required far

exbitit our musical peroeptions uniremmelled by the means of Exsoution,

cas
2 Excepting thoss few, sho by advocating the it thereby prove
themselvs fucredibly gucraat of the very sk T imeipls ot o ook

’V‘vIai&éZ 23, 26, ete., also Tests, Nos. I and IIT, Ohapter X VIIL
“Vide § 37
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The Wnst can only be said to be ¢ really free”” when it is
felt to be equally un-impeded in all three of these aspects.’

Fore-arm § 37. Skips within the eompass of about two
g octaves are executed by movement of the fore-
arm alove. This horizontel or lsteral movement
of the fore-arm is fanlike in character, the Elbow forming its
axis. With a_quet elbow, it allows us to perform such skips
with great celerity and yet with comparstive certainty ; our
mascalar-memory enabling us to do 8o, since this movement is
simpler and less cumbrous than that of the whole arm. The
Elbow should in such cases be placed miduay belween the two
notes forming the skip, preparatory to taking if, es the elbow
would otherwise have to move:
o § 38, Skips that are too large to be convenient
Sepe ™ for this fore-arm movement, must be taken by &
horizontal {or lateral) movement of the Upper-
arm itself ;—a side-way movement of the Elbow, away from the
body, or back towards it.®
Because of the clumsiness of this movement and because of
its unreliability, such skips are found farmore “ risky.” Skips,
beyond the compass of two octaves, are therefore not often re-
quired at a tompo so fast that the eye cannot direct them ; and be-
ing so uncertain of exeoution, they should therefore also not be
written beyond that speed-limit.¢

During Practice, the greatest care should be taken to ensure this three-
foud Hosdiia, by constanty teting the mobiity of the Weit u indieatd tn

Hon.

h movement o fovo s i i g asanaxi, fsnotat e .‘xﬁi
atin

stages tave hnwa\'!r occasions nllybem ‘written, not in gnorance,
bt Sy Tor ptposes of acuguni Pl the” Interotseming
purdlya the per fortacta Kuack of reaching toe rght keys a spli of difioutiy
nd
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§ 39. Small lateral movements of the fingers
themselves, also help to bring them over their
respective keys. To these movements, which are
5o perfectly obvious to the eye, no further allusion need be
made, except to point out, thab they should be as un-vestrained
as ol the other motions required in Technique, and that no
greater extensions should be made by their means than is really
necessary.. The behaviour of the thumb in «ms Tespect, will
be found explained under * Position "—Part
Musculerdis-  § 40. Consideration of the Actwns and Tnac-

imination, tions explained in this Chapter, will enfoxce the
its acquisition. oo clusion, that we must acquire museular dis-
erimination in very definite dizections, if we wish to learn o
play with Ease and Certainty. These discriminatory-
powers may be acquired either un-consciously, or consciously :
We can acquire them unconsciously, if we exporiment
enough st the key-board—and may succeed, if we
possess exceptional powers of Far, musculer adaptability,
memory of Sound (especially as to quantity and quality) and
memory of muscular-sensations.

Few possess all these powers, and fewer still possess them
all in_an exceptional degree. Even amongst artists there aro
few, who attain to easy Technique in all its branches.

The far quicker and more certain way to acquire this neces.
sary muscalar skill and perceptiveness, is therefore to use the
Reason, as already suggested in Part I. By using our reason-
ing-faculty, we can easily learn thoroughly to auderstand ex-
actly what is required of our limbs in each and all of the various
formsof Touch. Understanding this, we can then with assurance
deliberately and directly proceed to teach our muscles to ful-
#il each of the required conditions, thus gradually but surely
teaching our Museulsr-memory, and forming corroct habits.

To render this task easior, a list of the most necessary
Muscular-diseriminations requived, is here appended.?

Lateral adjust-
‘ments of the

* Vide Note 2§ 34, om
it g Srersons moiny for use sway from the fastrament, will be
provided in Part V., s already explained.
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TABLE

OF THE MAIN MENTAL-MUSCTLAR DISCRIMINATIONS REQUIRED TO
EVABLE TS TO FULSIL THE CONDITIONS OF ACTION AND IN-
ACTION EMPLOYED DURING THE ACT OF TOTCH.

L dbility i to Zeate By their
respective muscles i—
2) The Hand, % so that we shall be able to set free their
b) The Fore-arm, l Weight as required, independently of
<) The Upper-arm, J any downward exertion of the Anger or
d) The Skoulder, ‘hand*

L. Jsolation of the Fingar's down-activity (or exertion) from
that of the Hand—ability to exert the finger against the key,

of any exertion d ds of the hand.?

ILL Zsolation of the Hands down-activity from that of the
Arm—ability to exert the hand downwards behind the fingers
upon the keys, even to its fullest extent, without permitting
any down-activity of the Arm3

V. Freedom of the Finger's action—isolation of the finger's
down-exertion from its opposite exertion—freeing the fingers
down-exertion from the upward one.*

V. Freedom of the Hand’s action—isolation of the hand’s
down-exertion from the upward ones

VI. Discrimination between the Thrusting and the Clinging
application of the Finger against the key—with its correlated
alternative, either of forward-supported or laz-left Elbow and
Upper-arm.s

VIL Freedom in the rotary-adjustments of the Fore-arm—

—a) ability to leave the fore-arm laz in a tilting direction
towards ejther side of the hand,—both fifth-finger and
thumb sides.

l—b) sbility o ezert the fore-arm rotarily in either of these

direciions”
1859,3,4,6,7,20. £§28, ol lust chapter
15%, etc. # £ 28, aluo last chapter:
g #§5 1215, also last chapter.

gt
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VIIL. Freedom of the Wrist and Hand horizontally—
—isolation of the muscular act that moves the hand to one side
laterally, from the act that moves it in the opposite direction ;
required to assist the thumb in turning under, and the fingers
in turning over.!

TX. Ability accurately to tims the cessatiom of the down-exer-
tion of the Finger, employed during hey-descent—

—ability to “aim” this exertion, so that it may calminate and
cease at the moment of sound emission.?

X. Ability accurately to time the cessation of the down.exertion
of the Hand, employed during key-descent—

—ability to gim the hand-exertion, so that it may slso be di-
rected by the eax, like that of the finger.?

XI. Ability accurately fo time the cessation of WeIeT, em
ployed to produce tone—

_ability to time the application of any Arm-weight employed
for the creation of key-descent, so that it may culminate and
cease at the moment of sound emission.*

XIL Freedom in the movements required of the Finger, the

Hand, the Fore-arm and the Upper-arm in bringing the finger-
tips into place over their required notes, antecedent to the act of
Raydepression—
dom in the lateral, or side-to-sid : (a) of the
Fingers and Thumb, (b} of the Hand, (c) of the Fore-arm, with
the elbow as & pivot, and (d) of the Blbow and Upper-arm
itselts

§§ 24 300 98, oite it < The Aied Ty, It hagter.
84, oide This Adied Tnpetus, last chapter.

44 cessation that must be cs\lsed hy the armesupporting muscles acting
in strict response to the thmed cessation of the up-bearing acilon of the fingor
and hand agninst et h wis, durtag ( acs of oy dopression.s

&8 94, 87, 38, aod 9.

Y Ecbidinhy
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RECAPITULATORY

) - The Act of Touch implies levering weight upon the key,
to cause its deflection.

b): This leverage-power is obtained:

1) by exerting the Finger,
2) by exerting the Hand in conjunction with the
Pinger,

) : When the finger is exerted against the key, it bears up-
wards by recoil against the Knuckle of the hand, and with equal
force.

@) : The hand, when it is exerted, bears downwards upon the
finger at the Imuckle, and it lkewise bears upwards (by reaction)
with equal f fnst the Arm at the Wrist-joi

2): At the Wrist-joint, these two combined forces meet the
weight of the Arm; and it Is therefore the Arm that forms the
Basis for the operation of the finger and hand against the key.

f): The arm may be employed for this purpose in two distinct
ways:

1) It may be self-supported by its muscles.
2) It may be left un-supported during the action of
tone-production.

g) : Arm-weight, if insufficient for extreme fortes, may be
supplemented by a bearing-up against the Shoulder. The weight
of the Shoulder and even of the Body itself thus forms the ulti-
mate Basis, or Foundation. Bodyforc must never be employed
instead.

1): All sensation, durlng the Act of Touch, must invariably
e upwards.

This is so because all the wark done reacts upwards against
Weight—thus producing & stepping-up against the Knuckle and
the Wrist, and even against the Shoulder in extreme cases.
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i): There are therefore Three Muscular Components from

which we con construct the Act of Touch, viz. :
1) Finger-exertion,
2) Hand-exertion,
3) Arm-weight, aad its co-operatives.

7) ¢ These three companents divide, broadly, into twe distinct
iinds—Exertion and Weight. The two opposite elements
thus recognised, meet at the Wrist-joint, Exertion, there bearing
upwards, meets the downward tendency of Weight.

k: The total guantiy of tone (loudness) depends on the total
amount of Energy used against the key during its descent, and
obtained from these two sources.

1) The guality of the tone mainly depends on how we start
this combination of Exertion and Weight against the key, viz.:

1): If we want tone of a beautiful quality, we must
start the combination by Weight (ie., by Arm-release);
for the key is then more gradually driven into Speed.

2): I we want a tone of a brilliant, aggressive, or
sharp quality, we must start the combination by Exertion
(of the finger and hand); for the key is then driven more
suddenly into Speed.

We thus obtain two completely different genera of Touch—
#¢ Weight-touch * and ¢ Muscular-touch.”

m): The Tone-quality is further influenced by which atfitude
we adopt of the Finger and Upper-arm conjointly. There are
two opposite attitudes :

1) The Clinging, or flzi-flnger attitude.

2) The Thrusting, or bent-finger attitude.

The Clinging-attitude makes for beauty of the tone,—the
singing-quality, with its carrying character; because the whole
Timb i here in its most elastic condition.

The Thrusting-attitude makes for brilliancy and aggressive-
Bess, with its ¢ short* Tone-character ; because the whole limb
is then in a more igid condition.
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#); To use the Clinging-attitude, we must leave the Upper-
arm more or less relaxed during the moment of tone-production;
thus causing the EIbow to tend to hang on to the fingers.
Weight thus set free permits the finger to cling to the key to the
Decessary extent.

The finger, in thus tending o drag the Elbow towards the key-
board, should be used a5 & whole,—all three joints nearly straight
or ¢ flat.”

0): To use the Thrusting-attitude, we must on the contrary
support the Upper-arm—more or less forwards. This permits
the finger to thrust against the key fo the necessary extent, the
thrust being taken by the Elbow.

The finger, in thus tending to thrust against the Elbow, is
used in a very rounded (or bent) position, and it tends to un-bend
towards and with the key ; the nail-jolnt remaining almost up-
right. The action is like that of the leg in walking up-
stairs.

$): Most of the work done by the finger, should be derived
from the part of the finger next to the knuckle—the knuckle-
phalanx, i.c.: The part of the finger next to the knuckle (or
hand), is the part that should do most of the work.

‘This applies equally in «fiat” and «bent? attitudes.

g); The action of the finger, in both attitudes, is best under-
stood at first, by turning the hand palm upwards, and lifting a
weight by the tip of the finger.

7): I we require the ‘most sympathetic tane, we mst com-
bine Cli ttitude with Weight-i
that the shghtest « putting-down » of the key, will destroy the
desired result.

5): If we want 4 sharp incisive tone {sacrificing carrying-
‘power) then we must combine the Throsting-attitude with Muscu-
lar-initiative.

#); Finger-touch, Hand-touch (¢ Wrist-action) and Arm-
touch, are terms sof Teferting to the action or otherwise of the
three various parts designated. They merely refer to mozements
af those parts, respectively. Whether an actual movement of tbe
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Finger, Hand or Arm accompanies key-descent, depends purely
upon which of the three components provides slightly more Energy.
Thus:

1): Finger-touch (or movement) may involve the oper-
ation of all three of the muscular components—finger-ex-
ertion, hand-exertion, and arm-weight, Or, finger and
hand exertion may alone be used; or, the finger-exertion
alone.

2): Band-touch (or movement) mus? involve finger-ex-
ertlon, and may also involve arm-weight.

3): Arm-touch (or movement) mus! involve exertion
both of the finger and the hand, accompanied by Arm-
lapse.

u) : Choice of movement is chiefly determined by the actual

speed of the passage; t is the actual speed of the passage
that mostly determines which part of the limb we must move :—

1): Arm-movement (or touch) should be employed when
the passage is sufficiently slow to admit of it.

A more or less slight raising of the whole limb off the
key-board renders the act of phrasing clearer. The first
note of a phrase is therefore nearly always played by
arm-descent.

2): Hand-movement (or touch) must be chosen, when
the notes succeed each other too quickly to be conveniently
played by arm-touch.

3): Finger-movement (or touch), as it provides the
shortest lever, must be chosen for passages beyond the
speed-capacity of Hand-touch.

4): Finger-movement (or touch) is however also
employed for slower passages, and even for the slowest.
This, because we can only obtain a true Legato through
the intervention of the fingers, thus enabling us to trans-
fer the second kind of Resting from key to key

) Choice of Touch jor (the Muscul em-
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ployed during the act of key-depression) s however even more
important than choice of Touch-movement.

There are three main forms of such combination; forming
Three Species of Touch-formation or construction :

1): Pinger-exertion alone, with passive Hand and self-
stipported Arm.

2): Hand-exertion behind the Finger-exertion, with
self-supported Arm.

34 ight (ete.) released in conjunction with the
Finger-and-hand exertion.!

) : The weight of the arm, thus required for the « Added-
impotus,” is obtained by omitting its self-support for the time.

‘The whole arm must be released from the shoulder (to the
Recessary extent), not the Fore-arm only. Movement of the
arm, is moreover N0 guarantee that it is really descending of its
own weight.

#): Arm-weight thus employed in the form of ¢ Added-im-
petus ** during the act of tone-production, must cease to bear upon
‘the key the moment sound is reached ; but we must not cause this
cessation, by trying to lift the arm off the keys. On the contrary,
the arm must be made to resume its self-support automatically.
This it will do, If we *leave it in the lurch,” at the Wrist, by
promptly ceasing all work of the finger and hand against the ke,
the moment that sound is reached.

) The continnous weight required to form the second (or
slightly hesvier) kind of ¢ Resting,” upon which depends the
effect of Tenuto and Legato, is obtained in the same way: A very
slight release of the whole arm suffices ; not dis-continuous as for
the Added-impetus, but here continuous, and no greater than just
sufficient to overbalance the key into descent.

7): This same process also forms the absolutepp Weight-
touch.

 Thia sl important matter, the muscular-construction of the act of Touch.

in its Three main Species, and the Varieties of these, is more fully dealt with
in Chapter XIX., which see.
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To obtain it, we must be careful really to weigh the key down
by such arm-release, and not in the least to puf it down by mus-
cular-initiative.

2a) : True Legato, we found, is only possible in finger-pas-
sages;: for the Tenuto form of the Resting (or fp Weight-touch)
must here be transferred from finger to finger during the continu-
ance of each phrase.

This transfer should be effected by timing the previous finger
to cease its weight-supporting activity at the moment that the
next key’s descent is required to commence. Thus the new finger
is compelled to take up its dutles automatically in response to
the weight being  lft in the Lurch by the preceding finger.

b5): Wil ad this forms pp Transfe .
Here again we must be careful not directly to influence the new
finger’s depression; we must instead insist on the previous finger
giving way at the right moment,

cc) : The following facts will now be clearer i—

Pianissimo Weight-touch® accompanies al/ forms of Tenuto;
—since all tone beyond pp must be supplied by one of the multi-
farious forms of the Added-impetus.

Pianissimo Weight-transfer touch, in ﬂ.\e same way accom-
‘panies all Legati of greater tone-amount )

Tenuto and Legato of more tone than #p, Bence consist of
p Weight-touch or Weigh with a
tone-making operation added thereto far each note—the Added-
impetus, the latter as short-lived as in Staccatissimo.

ad): For the first (or Staccato) form of the Resting, the
weight of the hand alone is sufficient. For this purpose, the
hand must lie quite loosely upon the keys. Tone, of whatever
kind, must of course be obtained by employment of the Added-
impetus in aze of its many forms.

¢¢) : Tnvisible adjustments of the Forearm are constantly re-
quired in a rofary ot #ilting direction, to ensure Bvenness of effect
from all the fingers ; and also to enable the fingers at either side

Bxeent by fntervetion of the Dumper gedal._ Chip- XV., ete
* Already considered in Chapter XV.  Vide 4120 Ref. on p. 145.
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cf the hand to pronounce their notes prominently. These adjust-
mests enable us to support either side of the hand off the keys
when required ; and enable us also to influence either side with
more force or weight when that is required.

) : This forms Rofation-fouch, when such adjustments are
allowed to become visible as a tilting movement of the hand.

)+ Lateral movements of the Hand and of the Wrist itself
are also required to ensure Evenness. Without such movements,
it would be impossible to connect without break or jerk the vari-
ous fingering-positions out of which passages are formed. These
side to side movements (whether great or small) must be abso-
Iutely unrestrained.

Bb) : Rotary and lateral freedom of the Wrist enables one to
feel always ¢ eady  over every note beforehand.

4i) : Purely Vertical freedom of the Wrist-joint itself must be
insisted upon, besides this rotary and lateral freefom. Only in
this way can a really free Wrist be ensured.

Ji): Per contra : if we always fnsist on feeling ready and
vertical over each ote, before attempting its production, we shall
fulfil these three conditions of freedom of the Wrist—laterally,
rotarily, and vertically.

#h): To enable us to reach closely adjacent notes, slight
Tateral movements of the fingers themselves suffice.

11) : To enable s to tale larger skips, but such as do not ex-
ceed about two octaves in extent, we must use lateral movements
of the Forearm, with the Elbow as the apparent pivot, These
are maialy induced by a partial rotation of the Upper-arm.

mm) : Por still larger skips, the whole arm, from the shoul-
der, must move sideways. Such large skips however become
exceedingly uncertain, if attempted beyond a comparatively slow
speed.

wn): Muscular - discriminations in very definite directions
have thus been proved equisite. These should be studled in the
Table annexed to this chapter.
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CHAPTER XVIL

THE THREE CHIEF MUSCULAR TESTS REQUIRED DURING PRACTICE
AND PERFORMANCE.

§1. Three deductions of extreme importance are borne in
upon us, after careful consideration of the muscular acts and
in-actions discnssed in the last chapter and the preceding
ones. We shall perceive that good Technique must greatly
depend npon close obedience to three salient Jaws: (a) effici-
ency in the Resting, (b) efficiency in accurstely siming and
ceasing the energy required to move the key, and (c) efficiency
in actively employing both Finger and Hand (the Exertion
elements) without any non-intended application of the down-
muscles of the Arm.

There are many more requirements to be fulfilled, but these
three undoubtedly assume sapreme importance,

§2. For this reason it is nacessary that we should constantly
test ourselves muscularly, both during Practice and during
Performance, so that we may ensure the fulfilment of these
three supreme requirements. . . This we can do by
adopting Trnee Mrsovras Tusts as they may be termed.
These Tests, we shall find if we observe closely enough, are
indeed adopted-unconseicusly for the mast part—by all those
artists who have learnt to succeed technically.

§8. We shall be convinced that sach testing” is really
necessary, and is not merely a matter of personal habit or
idiosynerasy, if we consider for a moment the necessities of
other vocations. Thus we find, that the Bank-clerk does not
trust o his eye, in spite of his years of experience, whether
he has to count out £500 or merely five sovereigns,—he makes
sure of the amount by using his fingers or his soales. The
chemist is not satisfied unless he possesses the best seales and
tests obtainable. Even the domestic cook of the better
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class, is Learning rather to depend on actual measurements
than on mere “rule of thamb.” . . . In fact we find that &
striving after accuracy by Test obtains everywhere.

We find it in all athletic avocations. The expert thrower
weighs his ball consciously or uncomsciously whilst aiming
his throw; the tennis-player does likewise with his Tacquet,
and the cricketer witle Lis bet. Again, the billiard playes
does not essay to propel his ball, tntil he has carefully tested
both wsight and direction of his cue, for he does not bring his
implement into contact with his ball wntil he has fested Jds cue
and his arm, by swinging his eue several times backwards and
forwards towards the ball

In the same way, if we desire to estimate the weight of an
object, we do not merely hold the latter at arm’s length. On
the contrary, we balance it; that is: we test our arm to see
whether the exertion we are employing (to sustain that object)
is freed from any contrary exsrtion—is freed from exertion of the
contrary museles; for experience has taught us that we can-
not estimate the weight of an stticle unless we first eliminate
any confusion in sensation arising from such contrary exer-
tion. We therefore unconsciously move the article in question
a fow times, slightly upwards snd downwards; and thus, by
alternately using slightly more force, and then agsin slightly
Zess force than is actually required to support the weight, we
are by this means enabled to gauge the exertion required with
great accuracy, and hence derive the exact sensation of weight
(or esistance to our museular effort) caused by the object thus
Sestedt

Exactly in the same way, must we constantly fest our
‘maseular.conditions while engaged at the Pianoforte,~so that
we may be able to estimate each key's resistance acourately,
and may also be able to employ our muscles unfettered by
their opposing ones,—in a word, that we may play with
reedor

¢ we have sufficient experience and 2 good muscular memory We shall

a0 then e SuTs b5 g b b sasatih Congpnres with thove s havs e
from previously testod ascepted standards of Weight—lbs. and ozs.
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§ 4. Suc: testing must be unremitting, during the practice-
hous, as well s during an actusl performance.

The Learner needs it, that he may gradually leam to
discern between correct and incorrech application of energy.
The Adept meeds it, otherwise ke cannot expect the instru-
ment to respond either with aceuracy or with certainty to his
musical feeling and judgment.

But the difference between Adept snd Learner is, that the
former need not show the means of testing he is compelled to
adopt, sincs the slightest and almost unnoticeablo movements
will suffice in his teste and here
more or less wnoonsciously, we must remember. Whereas
in the case of the Learner, whose discriminatory-power, mus-
cularly, is as yet weak, and who therefore requires far more
salient tests to assure himself that ke is doing right, such tests
have for & time to be made with exaggerated movements, if
they areto serve their purpose. Such exaggerated movements
must subsequently be gradually reduced to the smellest limits
compatible with due efficiency; and they must of course be
formed into almost unconscious habit.

§5. The most common and ever-present ten-
dencies towards faulty Technique lie in the fol-
fautts, pre.  lowing three directions : (1) a tendency towards 7e-
venting suc-  styuined museular-action, which vitiates efficiency
ceasful Tech- in Restmg, @a eeudencv towards unpromptness
required during
key-descent, whioh vitistes fhe aiming of the Added-impetus,
ad (3) a tendency towards unclear discrimination between the
necessary Exertion-element and the We
‘Whence we see how necessary it is, os already forecashn 51,
that we should test for efficient Resting, for acouracy of Aim in
using the key, and for the elimination of Arm down-exertion.

‘The three most
insidious

» Dhisdst foult mesns an fupertoct separation or isoltion of the Fingor
and-hand down-cxertions own-arm force and Arm-lapse; for it is so
St o Jonry o sk Aotvamars v ot g s bt (quite forcibly as
e sometines bere o do) whlst tesertholoss Teaving the AR down-actlo
‘muscles quiesc:
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The three tests required take the following shape:—

The Firstof § 6. To enable us to be sure of RESTING prop-
theThres  erly, and by that means o be sure of accurately
Tests constast- fecling the degree of resistance the keys offer us,
lyrequired. o must usist thet our fngers and hands are
used ageinst the keys whilst peryicily free from contrary (or
raising) ezertion.

The required test must therefore in this case be identical
with that slight ap-and-down movement we emplog, when we
unconsciously test any other Weight, by balancing it:

At the Pianoforte, however, such balancing of the arm
seems different o tho eye. This is owing to the fact that the
finger-tips must remain Iying on the keys whilst the testing
is done. The arm, slightly moving up and down, raises merely
the wristjoint, whilst the Land nevertheless remains passively
Iying on the keys without depressing them.

We cannot be sure that we are leaving the “up * muscles
of tho hand. pecsivo, and the arm wmrestzsined, and that we

tance (plus ), unless this
ontle up-and-dows awaying af the Wmmamc e not in fhe
Geust influence or slter the exach sensation of Weight experi-
enced at the finger-tips.

A similar test can be employed for the finger-muscles : In
this case it takes the form of an alternate gentle rolling-up
and unrolling of the fingers themselves; their tips not quit-
ting their original places on the keys, and without sny raising
or lowering either of the Wrist or Knuckle joints. The arm
here as it were merely rolls and wnrolls the fingers, without
in the least altering the sensation of weight experienced at
the finger-tips, snd without causing these to slide on the keys.

The “up-tendons ” of the fingers are proved to be passive,
only when this sensation of weight here agsin remains unaf-
fected by the festing-movement,

§ 7. Toteach us and to zemind us to cEass with precision th

that cause key-descent the moment that

1Vid the third paragraph of & 8 of this chapter,
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sound.emission. is Teached, we must test for this cessation at
Thesewond  the place where Muscular-action and Weight
of the Thies  mostly come into conflics, in their respective
Tests. upward and downward tendencies :—

As the muscularforce exerted against the key is mainly
that of the finger and haud, end as this by recoil bears upward
against Armn weight—meeting the latier st the Wrist-joint, it
follows, that it is af the Wristjoint that we can best become cog=
nisant of the conflict between these two elaments of force dur-
ing key-descent, and can also best realise their disappearance
or cessation.

Tt also follows, i we suddenly cease the muscular activity
employed,’ that the Wristjoint itself will then be suddenly
left unsupported—that it will be left * in the lurch,” as it were,
and will consequently commence to fall, unless it is prompt-
Iy (snd sutomatically) caught up by the up-mseles of the

"o tost acoursoy in Cessation theretore, al we have to do,
is, to weigh down an easily-gripped chord, ete., and the in-
stant the & of the chord is to allow
the wrist itself 1o drop, while the keys are nevertheless left free
to ise ; for if we sneceed in ceasing all action of the finger
and the hand (and Weight too) at that moment, then there is
nothing o prevent the key from rebounding, in spite of the
descending arm.

Tt is in fact just here that we can obtain progf whether we
have or have mot sccurstely “aimed” our addedimpetus.
For we only have such proof, provided the keys are found &0
rebound freely (producing an sbsolute Staccato) in spite of the
fact that the fingers remain lying on their respective key-sur-
faces, and in spite of the fack, also, that the Wrist (snd Arm
therefore) is allowed actually to descend past the level of the
key-bosrd, for the purpose of this test.

TUnless we thus sucoeed in accurately coasing all Foree and
Weight (excepting the slight weight of the resting hand), the
keys will fail thus to rebound. And if they fail to rebound,

« The activity o ezertion of the finger and hand against the Key.
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the sound will be continued, instead of being Staceato, as in-
tended.

We must moreover iusist on nof pulling the land up, it is
the key that must rebound and earry up with it the hand.!

Before practising this “ Aiming-test,” one should always
practise merely baloncing the keys, without sounding them at

This balancing should be precisely analogous to the

balanoing of any other weight. The whol arm from the
shoulder with the key to its hammer-end, should be slightly
swayed up and down, until arm avd key seem thoronghly to be-
long together. Having established (and. xo-established) this
intimate between 4 and X ight, all
subsequent use of the key starts from (hls basis, and is there-
by rendered infinitely more certain.

The Thrdot  §8. To teach us and to remind us of Amy-
the Thee  FOBOE ErIMTNATION (which is the main secret in
Tests. the attainment of Agility, eto) we must again

have some means of testing ourselves, so that we may in
some mensure be certain we are not forcing the arm down
upon the fingers, when we desive either Fmgerm;my wn-
aided, or aided by Hand force alone behind

This test we can obtain, by allowing the Am to be as it

2 To sk the test s ugetyl nd sesrebing oz poafie in the Practloetoom.
it 1s proferable to employ Weighttpuch as ete difccted, rather than Afuandar:
conploying it st T absolute pp, and afte erwsrds in fall jorte; but
S o ks s o employ the weighs of the Upperarm 4nd fot merely
that of the Fore-srm. One should v
Kt T so ot ther achualy b on. the. GOmPIORoR of he act oF 1.
production, aud thus form the natural Staccato. In this way we compel
oussltes o cause the key to,stiain its spoed a3 graduslly g5 pousile, and

e muser
r-operation. e fest can pevertbeless be practised with Duscular-
ch occasionally. ‘The Wrist will howover in this case ot * drop past.” the
Kebound,but el e gond o By wp o the conclusion of the act of
Factlon.  This, owing to tho fack, it brifat (o or passage) ouch .

e m hrosting ogeratiinds, with & forward-tending upperem ;
s this g esercion of tho upper-aym that tonds fn this caseto Giito the

ot o, e htervards somear

Sriamano, s, Mcormiay exbowt: tn fact forms the best * pracice sad
et o artmicr OF lonoprotucion of 1l Kinds for the key canpot rebound
Cona T e Stacepic) unless fhe tone produsing siesses are sucossatuly
imed to ccase st i rleht moment,—a moment ibat o he ame both o St
cato and fn Tenuto or Legato. Even the dullest Ear can detect With-
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were either driven off, or foated off the key-board at the end
of & little run or arpeggio undertaken for the purpose.

That is, we should play a short run or arpeggio, and the
Tast jinger used (sy the little finger or the thumb) must then as
it were kick sgainst the key-bed. The arm is meanwhile to
float with such exceeding lightness over the keys that this
“Yickof 1 will sufiice to start the srm in an upward direc-
tion ;—and the arm being thus started, it can then sutomat-
ically * take the hint” and continue its jonrney, assisted here-
in by its own raising-muscles, the arm and hand thus rising
together a considerable distance off the keys. Since the in-
itiative of this “ Kick-off ” of the arm has however been given
by the fivger (o hand and finger), it will—and should—seem
t0 the performer, s if this rising of the arm were entirely due
to the impact sgainst the keye.

This test should be made both in fore and in pianissimo.
In the first case, it causes o foreible accent with the end-note,
and the axm seems forcibly driven up into the air. In the
second case, no accent need result, and the arm then seems
almost to float upwards?

Tn both cases, the test can be considered properly fulfilled,
out much difficulty or much effort of attention, when the tone itself doei 'Mt
Instantly conse—is ot accurately cut short—on emission; whereas,
‘mands & comparatively fine ear, and fine muscular-sense, both mnsxderxbly
trained in listening and perceptio n, to recognise when

heavier orm, 1t follows, ihat auy scowracy gained ihrough the practice of
ust also Improve our tonsproducton iy
Hence g, it probuble, that . aptis of sccepted. dacmnus o the con-
trary, § or moss students to learn Staceato o,
Droided g (5o Siceats s Gome matarly. 50 here et wpon 4od 5ot
s xiibiton of Cpmuscle work of the fger sad hend, 2 30 otten
erroeously 3
it posasies, that Legato only appoars  mor casy " at S, bocanee
faulis iz production are not so glaringly abvious in Legsto as they ara In Stac.
esto o the wi-infited,
kiokor” or fumping action, deivered by the Snger slone. or by
the ﬂnger aad hiwod ip combiuation for the more forcible form of the Tea
Boih forms of s Tostyo'*Kiekofl > gnd - Roatofl should morgorer
be pructied I o wayps -gisaty, with whole aees Fsing, feom the shouidet
and serondly. with fore-arm slons rising.
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only when the cessation s so timed as to permit at the crucial
moment an actual rebounding of the Fey from its bed—form-
ing the effect of absolute staccatissimo. No “willed  raising
of the arm will in the least serve the purpose, although it may
appear to be almost the same thing to the onlooker, and it is
often thus feultily imitated from a public performer's doings.

§ 9. Other muscular Tests sre also desirable :

Chief amongst these are two (a) for ROTATroN FREEDOY, and
(b) for LATERAL FRERDOM of the Wrist. Te should constantly
test for freedom in both of these directions during Practice,
and also even during Performanes. J2ofary.froedom of the fore.
arm can bo tested at the key-board, by allowing these adjust-
ments, as they oceur, to induce (for this purpose of testing) an
actusl slight bul perfectly free tilting of the hand to either side.
This tilting may be displaged during the act of key-depres-
sion, and after ifs completion.

Zageral-freedom of the wrist and hand is best tested when
at the key-board, by sllowing the Lorizontal sdjusting-move-
ments of the hard and wrist fo e continuad (for this purpose)
Beyond the moment that the finger has reached and has played
its key. That is: the necessary horizontal (or lateral) move-
ments may be exaggerated as a Tost, so that the key is as it
were depressed “ en passant "—the lateral movement continu-
ing perfectly freely during the act of key-depression, and after
this is concluded.”

§10. As the proper accomplishment of sll such tests (in-
cluding the three already discussed) appertains rather to the
pedagogic, than to the explanatory side of the Art of Tone-

o faci, one wight formulate f s & generl princlgle, that wo can test all
the actions required n the act of tonch, e necessary move.
en The moment they are equi o 5, et continuing thew
Desteatly Ir Troely a0 aud fraet_omo g sy 1 < pusse . fs
Al i ‘create Stiffaess
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further and i
them must be deferred to Part V,—" Relaxation "—Muscnlar
Discriminstion Studies, where they find their proper place.

RECAPITULATORY

a): of what consti action and
in-action at the Piano, proves that three peints of muscular effici-
ency are of paramount necessity :

1. 'We must learn to rost properly on the keys, by leav-
ing our fingers and hands free from. contrary exer-
tion, when they are applied to the keys.

II. We must learn accurately to Zine the culmination and
the cessation of the energy we apply to move the
key.

III. We must acquire the power to zsz our fingers and
hands quite independently of any downward-act-
ing arm-force, and even independently of arm-
weight.

B): ]

¢): We must fest ourselves constantly during Practice and
Performance, so that we may emsure compliance with these
paramount necessities.'

d): The Three Muscular-tests required, are as follows :

Test L. To ensure proper Resting, and use of the Muscular-sense ; by freeing
e finger and hand from contrary-exertions ; wo Exs.

1): Employ a slight up-and-down balancing movement
of the arm at the Wrist; the hand to lie loose, and the
fingers to remain in contact with their respective keys,
See to it, that no alteration occurs in the Weight resting
on the keys, which must remain at their surface-level.

3 s thess ests fom proventives of wrong-dotag, they should favariably
e pratised the first thing every day.
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2): Roll and unroll the fingers by means of a for-
ward and backward movement of the arm and hand,
while the finger-t
position and as to the Resting-weight, as before.t

Test I To easure proper “alming ” of the Added-impetus ; accuracy in

Tone-production :—

Play an easy chord (preferably by « weight* or cling-
ing-touch?), and accurately cease allaction of thefinger and
hand the moment that Sound is Teached, so s to allow the
Wrist o drop in consequence. The weight used, must
also disappear in consequence of the cessation of its sup-
port at the wrist. The keys will thus be able to rebound
of their own accord, in spite of the finger-tips resting on
their surfaces, and in spite of the descending wrist and
arm.: See to it, that the resulting staccafo is absolute,
both when practised pp and when practised .

Test IIL. To ensure elimination of Down-arm-exertion, and independence of
the finger-and-hand exertions, even from arm-weight :—
Play a short run or arpeggio, and drive the arm off
the keys, in accenting the last note; using a kind of kick
against the key-bed, delivered for the purpose by the fin-
ger and hand. The key to rebound (forming staccatissimo)
and to seem to drive the arm into the air.t
This, also to be practised pianissimo, without the final acceat.
The arm, in this case scems to flos? upwards, instead of being
driven off.
t Any alteration in the degree of Weight forms presumptive proof that
contraryszortions have besn per ruited 50 doss any forward or backward
sliding of Lhe finger-tips on the kuy rfaces.  No alteration occurs in elther of
these respects, if the contrary-muscles of both Hand and Finger are left as re-
1axed as they shoul
—The woight required for * Clivging-touch ® must be obtained by
m,

relesse of the upper ar
* It practiset. instad, with * formard o1 thrustiag-tonch, the wrist vl

ot fall, b pound wpwards, o he fingers mst “Tevertheless Temain
on their resp with (g sislog roys wuder th
i R Thoulir e prackoed bt ways. (9 with Tho whole ams risfn

in the. m and (b) with the fore-sTm slone, fhus responding to the rebound o
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£): Rotary and lateral freedom at the Wrist, should also con~
stantly be fesfed for. ‘This, by allowing the resulting movements
to continue during the moment of key-depression and beyond that
moment. Both kinds of movement to be perfectly free from all
restraint.

CHAPTER XIX.
THE THEEE SPECIES OF TOUCH-FORMATION:

THE THREE CHIEF PRINCIPLES OF MUSGULAR-COMBINATION, AND THE
EXSULNG VABIETIES OF EEY-ATTACK.

§ 1. HowgvER MMPORTANT the choice of appro-

Baovlelge  priste movemen! may be—the choice between
4o Chotee o Arm, Hand, and Finger touches, it is far exceed-

ton; its ex- e in importance by the exercise of that Tech~
treme impor-  mical judgment which s required in quite another

e direction, as already pointed out.! For each
partioular passage differs in its teohnical requirements, and
itis therefore supremely necessary that we should choose
the most ‘musedar- (or of
touoh) for cach,—be it  singing-passage, or one of brilliance,
—a slow one or a quick one,—be it light or ponderous in tone-
character.

We must now look more closely into this matter; for it
completes our practical knowledge of the manner in which all
touches are formed. Such knowledge will enable us: (a) at
onee to construct each kind of touch-formation from its mus-
cular constituents or components;* (b) it will enable us to

! Vide chapter TVIL, §3 6, 91, and Note to &
. w= Tound, In Clupt mx\fn ‘thut the Energy employed against the key
consists of xuustulgs cousfisusats or camponent

Hand forcs, and Arm-weight ¥ 1s cobperaiivea,

bmman, that we ove the possibility of all l!mse divergences of Keymack,
th thetr ‘congsancat Tonervarietlon tiat farm the principal Meuiy
Drosion. st the Einoforie, sud enatle us als to select o muacalar-conditions
Bultable respectively for slow, aud for rapid traustt across the keys.



THE THREE BPECIES OF TOUCH-FORMATION. 215

teach others to do this: and finally, (c) it will enable us to se-
lect the appropriate technique for each passage.

Thethreemain  § % The first step to take, is, to Jearn thor-
Principles of  oughly to recogrise the nature of these main
Combination. pringiples or forms of Combination, under which
the physical components of Toneh sre available, with the par-
ticular advantages and drawbacks peculiar to each combina-
tion. We learnt in Chapter XVIL. (§ 6}, that there are
three such Principles of Combinstion (or principles of Touch-
formation) $o which all others are subordinate, These, we
found, are as follows:

First Speotes of Touct-formations Fmgemuvny alone, with loose-
Iying Hand, and self-supported 41
Socond. Spacios of Touomiormations Pinger-activity with Hand-
activily bebind it, and self-supported Arm.
Spectes of Toush-formation ; Finger-and-hand actisities, with
relaxed Armeweight (and fts cobperatives) behtnd them—i.e., witl
Lapse in the salf-support of the Arm momentarily added.!

must remember that the phrase  Arm-lapse,” as used i this work,
merely S1EAlhes s opse o lure on e part 5 € the wrm-supportiog muscles
and tat his does uot neccssarily enta uak movement of the arm iiself.
Here als, tho warniag muss aguin be Teltratedy ot to confuse those two
distinct idess and acts, (a) the uo:rzwAnY lspss 13 aemsupport required o
Siait ‘sach Tadividuat kay-doscent n 8 1, and (b) the slight but co
mttons Japee 1n arm-sappors TequUITed to Induce the natural Tanaio sad
Legato.
et s i fact hways remomber, that the difersnce between Stacoao and
Tenuto (or Legato) depends on_the' continuois state of the arm during esch
plrase,~epends on whetker e Rstiva. s 3 light (owing 1 the ontce
al 85 o pormit the key and fingu to rebound afer each
Tndividay ackion . or whether it & fostes heaster (owing to
o gt b oot Tipss T wrmaapOTE e um-mng n the laiter
caso sffciontly beary 10 compel an aitemuated esid of actin au the par of
the finger and hand Bhe Tioment that sach fadis coy-de-
prossion is completed, iy compelling the kevs to remain depressad. £
must recall, how such light contimuous resting of armewelght on the Kars, iy
perteetly ‘iugependent in thought and aetion, from those short lived Japses o
e aru which are Individually a"mm for the consummation of Tone, in
the fprm of the * Added apetin.”
oreoyer, we mast be careful, 10t to permit bis  cntimios gl .
lapse (required for Legnto) to VITIATE the oot of atming those momentary
e e A 1agaes ot oy Firod T she AGded T impetus during forte
Yegato and Temto. ‘Non must we on tho cther band, loe sight o e
‘continuous arm-support required during o1l Staccati, even when we i
Sidition omploy Fome 2all bae S ormentary  wmreleuses Tequired to
vender the Staccato forte. short, we must not allow such momentary
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‘These three different ways of building up the muscular-op-
eration against the key cause the greatest possible fundamental
differences in the Act of Touch, muscularly considered; and
the term Species is for this reason applied to them.!

§3. Whichever one we employ of these three Species of
muscular-operation, it must only be applied to the key fo in-
Cluge its descont ;* umd it must therefore always be recognised
as a form of the “ Added-impetus.” Being an Added-
impetus, it must also therefore cease o exist as such, the in-
stant that sound is reached.®
Stacest § 4 All these thres Species of the Added-impe-
Legato, equally f1, ib is clear, can be either Staccato, Teuto, or

applicable to  Liegato. They will be STaccato, if we employ, in
dllthes  conjunction therewith, the lighter form of the
Species. Resting—for the keys will in this case be free to
rebound, provided we accurately “aim” the cessation of such
Added-impetus. Whereas, the same Touch-formations
will be TENTTO, if we employ instead the slightly heavier form
of the Resting. And they will be LuGATO, if we transfer
such Tenuto-resting from note to note. (Vide Chapters XV.
and XVIL, ote?)
orm-lapses to oo the dea of contpnaty 1o sa-support oquized during Stac-
cato,—a Wnﬁnnilvon}ﬂbmk!n during the moment i!l!e of the *“ Added-im~
pews." ave been m].ly dealt with in Chapters XV, and XVH
1 These ference: far more distinet and radical, when mus~
e cunsid:xed Tron thons fitetaness () in mere movement, respech\'e)y
romed, Fin d, and Arm touches, which are so obvious to the eye; and
those dxﬁuence‘ (b) i Durat l.hm (Legato and Staccato) which arise from the
o opy site forms of the Resting.
waya excepting the solftary jusiance of ppp “ Weight-touch,” when
Reszmg 504 Addedimpetus are sydonymons,
Again, o ronfso o tmportares of disinuishing tetween the act of
to-the ey fo move 1 and. that- facr sct: the aet of Resting,
‘which co-exists mdepundenﬂy of such Added-jm;
e we must again urge the student nevnrwlow Sight of the fct, that
our Tane making impulscs aust slways ceate aq accurately as in the exiremest.
i, 1o matter how Temito G Logato a passage Hey be owing 10 b6
emplorment o e wamnd o bsrir Ko e Mol s vy osping
in view the “ Warp and Woof ” nature of all Touch,—and of which rule, 23

or,
o fnatrucive to pote, ths we may regurd Tegato of greater
el prpranst , 32 being o compationof e friceesn

continaos touch wih of g apean, 28, Staceatissimo_in them-
%o Burailon, o wet ey e 18 Zoves oF any of tss Shkes Sp
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Staceato as well as Legato, may moreover under any of the
Species be either of the “inward » or * outward *-acting type—
according as we cmploy either the flat or the bent-finger atti-
tudes! While we have the further option of either “pas.
sive” or “active ” Staceato,—for we may passively permit the
key merely to rebound, or may actively assist this, by a slight
kicking action against the Ley-beds, this active form being

by a more tone-quality.

§ 5. To particularise somewhat more fully, we will now con-
sider each of these three forms of muscular-combination sepa-
rately, and vwill take them in Teversed order :—

‘The Third Finger-force and Hand-force, and Released
Species of Arm.Weight :—8i all three

Tonchforms- nents are here employed against the key during
tion. its descent, this Species offers us the option of all
possible varieties of both fone-quantity and tone-quality,iv
including the extreme antitheses of Zorte v. Piano, Muscular-
touches v. Weight-touches, or Passsge-touches v. Melody-
touches.

§ 6. For the same resson® it also follows, that we may, in
producing any of the varieties of this Species, optionally em-
ploy movements either of the Arm, the Hand, or the Finger;
e, bis Spocies mey ophonaHy take the form cither of Am-
touch, Hand-touch (* Wrist: 7) 03 h.t

§7. This Species, howaever, bears thls d.\sadvantage that
the actusl speed, or transit across the key-board—Agility, is

les of kepatiaok in question, o thelr Varietes; for the coexienco of
tesasterred contzuons Wetght, wil trnstorm hese staooto smded A0ded-

short, do_not let us forget, that the ppp-transtentouch ls the sccompa eying
Busisotal taral Legoii " aod cha it underliesus the egato forming eloment)
the loudest Legati; and that iness must arise golely from a muscUlaX-
act, which, added 1o such mnsfer onch, is s sharpty defied snd. short of
ufation a3 in the shortest lived so
*¥or urthor doails on thete ovposite wazs of qultting the keys ia Btace
ento, vide Pori IT.
 Vide Chagier XVIL $6,10
o Skt S thves of the museular-components here particl
pl'.e i nducing ey descent,
Fore-arm Rotatlon-touch is availuble, fn sddition.
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iderably hampered and ibed. This, we must re-
member, is owing to the fact, that Arm.weight (thus momen-
tarily employed) must be individually supplied for each key-
descent, and must be ceased each time that sound is reached ;—
as we should otherwise make the passage “stick,” and obtain
& tone quite different to our intention, For we must again re-
call, that the alternate release and subsequent “catch-up” of
the arm, takes an appreciable time to accomplish, and that we
cannot therefore employ this third Species, with its full tone-
possibilities, beyond the speed at which we can reiterate these
opposite conditions of the Upper-arm.t
§8. While this form of muscular-combination is therefore
only available, when the speed equired does not exceed a com-
paratively slow gait, it is nevertheless the only form that will
allow us o obtain the full measure of good tone permitted
us by our particular physical endowment ; for this combination
alone will permit us to utilise the whole weight of the relaxed
arm and shoulder as recoil-bresker (or Basis) for the operations
of the finger and hand against the key during its descent?
§ 9. While Species IIL thus offers us the opportunity of
obtaining the fullest tone amounts, this combination may with

11n short, Speed or Agility is here absolutely limited by the degree of
i which fhe e.achivity o i

‘muscles can be reiterned.  Some of the broader Finger-passages of BEEIZOVEN,
for instance, are however by no means too quick, to debar their being treated
under this species of Touch-ormation—of course under its *finger-move-
meat” aspect. 150 fotlows, that a proerly dignified interpretation
of such passages fously desired by 3 iy be
finpossiblo to-the planist, whose Touch-répertory—or Tone-paleite—does not
include this 3 Key.maaipulation, Vide also, Temarks as to
ird and second Species, in connaciion with Beethoven, to be found in Nute
ZVILy dppendi to s Part: “ Gortawn exsgtiona Jorns of Leget

*We must refterate that we ave here diseussing the  Added-impetus.”
The condition of the Arm, deseribed above, does therefors not preclude a slight
(and continuous) modification of it, to induce tho form of ing” requi

20 “ self.supported " ; )

would be fully self-supportcrl so.far as the “ Resting™ s concerned ;~but, thi
NTIS of slighier or greater suppott, does not affect the general

question of the arm’s coudition for the purpose of the Added-impetus—of

tone-production. The Note (an page 275) 10 § % might hera be referred to

ith advaotage.
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equal facility be employed for the production of lesser tone-
amounts, down to the least. For we can supply this com-
bination (of Arm.release with activity of Finger and Hand) in
a measure 5o slight—it can be minimised o such an extent—
that the fotal effect upon the key need nob exceed the amount
necessary just to overbalance it into descent; thus forming
the true zp by “ Weight-touch,” provided we are careful to
eliminate all Finger and Hand Tnitiative.!

! Let us recall, that this nbsalu\e P, both in its fenuto or legato form (the
“ Paaing-on or * Transfer-touch™s; morcoves forms the solifary exception
there is 10 the rule, that ** all lonamsl(mg upeguses must cease at the moment.
that tone is consummsted 7; far we must, in this solitary instance, continue on
the Key-beds the Woight Smployed to overbalance the key futo its softest

The Natureof __ Horo s the place to poiat out, (hat the Griseaxmo 1s oaly
et drawn 4iong the dey-bord by 4 Borivan(al armmovemen. ~Glisse

ficiently tense to permit of their supporting the Welght used tithout bringing
the nail foo fiatly upon the keys.  For unless the ail is sufficienty upright to
form sbout an asute angle wif Uhe Leg, g cranol ute it o surmount he suc-
cessive keys I fhe required wedge 156 fasbion. Bt thers T he o grea
tenseness o tho finger than il only Jus; arely sufc for this purpos el
greater tensaness, or the alghtest urnforee spplied, g v g M4

“Gliosando 1 thereforo, denticnl With the ppp-welght-transfer touch; and
it even forms 4 most valusble and fnstructive dhiannel through which to acquire
the latter muoh-roquired tonch ibo only difference being, that In the Tatter

g in the place

case the transfer Jias to be effected through a seauence of

of the solitary one, used as & ratchet, Orescends, of a limited nature, are prac-

Hcabie in both the Giissando avd ppp-Traster {ouch, 15 pern\xmng slight iu-

oreages tosupervenc g h tetingnd raasferred weight,—a eoicnous ekt
st remenber, in ihis salry case, without sy Added {mpetat.

such ineremeats tn Continuously-resting weight must be but slight; n.ud v.!)ev
ust of course U accompanied by comespendiogly slght Tncrases

gentic Anger wnd heod forces a
S saaition of Spesich By hich forms  Bybid betmeen Hund and
Tinger movetent, s applicable fo Sxtremely repid Octare passsges such gs i
T Cada ot e Tagg Tebrimams of tha  Welagein Botata. - Buch pasages
canagr b eusily prtormied glssands on the modera Blanc, "Tufs bybrd toueh
o however, £ive an ahacst ientical gect:In f,all movemert s wimost
Catirely restrisied 108 movement of (e Doers—to the extent of tho key-deptl.
An extremely ight ghsundu-hke Testing of (o wrm o 1hus caused 1o moust
the successivo keys, almost as in the true glissavdo.
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§ 10. Tho reason why this kind of tonchformation offers us
all varicties of Tone-guality, as above veferred to, lies in the
fact, that we here alone have available those two so clearly

d forms of touch, respectively termed Weight-t
and Musoular-touch.

We must recsll, that this combination includes Arm-velease
2nd Museular-exertion of Hund and Finger, and that we msy
therefore start (or “Iinitiate™) the whole of this combination
into operation against the key in either of two ways—as we
have learnt in Chapter XVII, §10, eto. Thatis: we may di-
rectly prompt either of the two implicated elements into use—
either the element of Weight, ot the element of Exertion, when
the remaining element will automatically respond to the
other's initiative. In the first case—Weightinitiative—wo
have the conditions that make for “ sympathetic” tone-colour ;
whereas in the second case, we have those that tend towards
brilliancy:!

§ 11. Meanwhile, we have the option of that additional

Quality-infiuence, the contrast between “fist” and “bent”
finger-attitudes, which helps those differences between beauty
and harshuess of tone respectively.
TheSeond  § 12 Finger-force and Hand-force against a
Speciesof  Selfsupported Arm.—When greater Agility is
Touch-forma-  required than is possible under the third species
tion. of Touch-formation, then we must sacrifice the
element of Arm-release (or Weight), and we can consequently
in this case only Tely upon the remaining muscular-components
(the Hand and Finger exertions) to fulfil the work of key-
depression: thus forming the second Species of Touch-forma-
tion.

The arm is in this case to be supported by its own muscles

; Torepeat: Wo may i 1 the apse {n Aro-eupport, end permts the Finger
and Hand to st purely o % 10 {he welght thius <ot frec, when hoir
Sotion will serve to leves ths welght abor the Fes, nd irgs revent it drop.
ping down pas ithout Influencing the lstter. Or, we may fnstead

rompt tho Finger snd Haad foto anilviy, and allow the seasation of recoll
(experienced against the Wrist-joint) to canse the Arm to be mfficlently Te-
Tensed i resposse, to prevent any loss of energy.
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zently, elastically, and certainly not stifly, so that the srm as
it were floats along the key-board, and thus carries the loosely
iying hand and fingers towards the desired notes, which, being
reached, are then depressed by the combined action of Hand
and Finger.!

§18. As there is here no question of Weight,? it follows that
<he tone can only be muscularly initiated (§ 10) when this touch-
formation ia employed, and that the tone-quality is conse-
quently hero restricted to the sharper (or “brilliant”) kinds,
modifisble ozly by the contrasts between the thrasting and
clinging Finger-altitudes.

§14. The quantity of tone is also far more limited than in
the previously-fescribed combination, for the only Basis now
available for the finger and hand o act against (or from)is the
self-supported arm ; and this implies sn dlastically supported
weight, and therafore one that cannot offer much resistance or

asis?

§15. As the arm-element is not used, it also follows, that
our choice of movement s limited fo that of the Hand snd Fin-
ger, and that we are in this Species limited to Hand (“Wrist”)
and Finger touches.

§16. There is, however, this compensation, that we can
under theso circumstances geb over the ground a great deal
faster; de, that a far higher grade of Agility is here open to
us, provided we obey the ever-present rules in this case, (a) of

2 1 Is suggostive of the roquired free sondition of the Wrist, to so7, that
“the Wis fand maust be carried Arm For it is ceriai

i
the srivtand of the Joose lying wand 1 Ja <supgorted " by the arm, that the fu-
o i then also rupported of ths ey

rels hm, o muscular-ifiegion (or change) in
A coninion Jor e purgossof Beg Aot o Tonepitaenon,
st remembes, does 7ot p\‘eclude s -h-vhc "t eonbioss Tapso 1 Arm
support, which gives s Tenaio

2 this might be misandorstood !mply fhat the arm should sometimen

be 1o an “ clastio™ condition, it is here iy 1o t, that @
Fontly seli-sapgotied arm is megessaelly o uo elas ccondiuan, ow!ng to the
slastic natare of muselo snd tendon; the self-supported arm is Hhas * elastic”
T the semsa, that Deing [ o sate of hulaace, It . ailord ut itk rsttanos
fo e recnil (or rengton) experienced from Snger und hand, on thelr ncing
agaiagt tho koys,  Wherons the wholo avalable armweight becornes service

e for 8 basls behind nger wnd head, when dhe. vn 18 Tefs momentarly
ncpporion
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thus really supporting the arm (and not allowing it to influence
key-descent by any change in itself) and (3) the rule of accuracy
in ceasing the muscular-actions employed the very instant that
sound is reached—These two Rules (g, as to the supported
Arm, and, b, as to the accuracy in Cessation) must indeed be
unflinchingly sdhered to, if we wish to master the problem of
true Agility—and of Staccato.!

TheFirst e § 17. The First form of muscular-combina-
cies of Touch- tion, finger-force alons, against a continuously loose-
formation. lying kand, and self-supported arm (—When a still
higher grade of Agility is required than is attainable under
the last-described combination, then we must forego exerting
even the hand, and must in this case restrict all activity abso-
lutely to the single remaining musculac-component here alone
available—that of Finger down-exertion.

The arm merely floats over the key-board in this instance,
and it again “carries the Wrist-end of the Hand,” as in the
touch-formation last considered.*

The hand itself must meanwhile lie passively on the keys,
supported thereon by the fingers, which must be individually
exerted against their keys, either from a previously raised

! Thers s this further Fue 1 the atse of hoth Hand and Pinger touches st
extreme Sreed espechlly when the Sun keys have to be Tepented -l mch

e
etk The kegs must be pormitiad mirely o tebound with e uger of Land,
wxdllmm L]
rmly upon the key.surface, or key-board surface.* Exireme rapidity indeed
comes almost impossible it the case of Hand-touiches, if the Hand is actully
raised qf the keys ;—it takes time to do 50, aud wnceriainty results, owing
the impossibiliiy of re-feeling key-resistande under such rapid * tappivg” of
the key-surfuces, The consequence of committing this fault. fs, that the keys
are felt 1o * wabble ” nader the haad, during renetition. This sensation arises
owing to the key, when suddenly quitted, giving siight oscillations before com-
419 10 resty—nnless the flngers remaln on ilie Ireys 0 prevent this oceurring,
Very raptd Haod-tovel passnges, whether quasi-legato or really sta
st therefore be axoried WIh - Ingerips clise 10 She ey causing ong
1o experience 1 sensation of continueus cantact, since the ingers Temain on
el ey when repeativg then, 3ud stde from’one bey fo the nesi i ofber
passeges.
® Again we mast cunton th resder, agt to bo confused by the clight (hut
from this complete ¢ self-support ” of the arm, require
ta provide the sz, it contlonos weieht for the natural Famsto ava s,
70 couble sach rm, contast 20 be me‘nisined wihont m{itafing aguiuattha lightness of
e HoaBng oerto Roi 37 2. O VAL, poge 05,
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position, or from a less-raised position, 2s deemed expedi-
ent.

§ 18. Since the hand's activity here no longer intervenes to
transmit the Tecoil of the finger from Knuckle to Wrist, the
elastically-supported arm is here also debarred from bearing
any measure of this recoll. Now, as the mere weight of the
hand (now alone available) is insignificant, it follows that the
fingers canuot here receive wmuch Basis for their operations
against the keys; whence it also ollows, that the tone-amount
availshle under these circumstances can be but very small,
while its quality must of necessity, as in the second Species,
belong o the “harder” type, since it is modifisble only by
the difference between the * thrusting” and “clinging ” atti-
tndes

Passegos played lightly onough to admit of Specios I, are,
however, in their tone-qualit; 1 the
legato form of the Resting, in conjunction ‘with thte species of
the Added-impetus. That i, we may combine with #is form
of the Added-impetus (Species 1.) the * passing-on” (or * trans-
fer-touch”) form of the Resting; and as the whole tone-amount
of this combination is no large, we shall thus obtain the sym-
pathetic tendency of the latber's Weight-influence; for this will
here make itself sirongly felt, owing to the small sum-total of
the tone resulting from the combination?

§19. On the other hand, this form of combination offers us
the great advantage, that we can by its means sttain any degree
of Agility or Verocrry which it is possible to conceive,—up to
the highest degree in fact, at which wo can direct the Rhythm

I Under thia Species, the tone caniot, however, really reach *hardness,”
owing to the saall tone{otal avatlable, und the quality bence remains merely
thin,

Guatty-contresta derived from *throsting * and «linging.” are moreover
for the same reason reduced slmost to ai, $0 fer as the Ear fs concerned ;
Withough 1 1o sili buporiaat 1o have beth medes of fages-atiack equully 8t

s negestorly symputhetio—belng entirly
i ed dmpetas i necesarily

nn]v-bemg muscals 5 initia:

eriai nmn ool subtlstone modificatons
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by means of our aulomatic counting-capacity.! (Vide dppendiz
t0 Part L.: Note IT, “ On Rhythm,” page 42.)

To attain such lightning-like velocities, however, requires
implici$ obedience to the two laws previously enunciated: (a)
that we must carefully exclude all Arm-weight (and of course
sll arm and body-force) snd Hand-activity; and (b), that we
must cease each finger's actisity so promptly, as to permit the
key to rebound. It is of no use merely to allow the key to rise,
it must be permitted really o rebound instantly.?

The reasor § 20. Understanding what constitutes the very
{hat shoald de. Taterial difference between the third Species of
termine the  touch-formation and the other two Species? it will
choice between now also be clearer to us why the “bent” finger
irfiat” and  gititnde becomes imperative for certain passages,

beat?” flnger. 41 d the “flat” finger for others. Rapid passages,
tobe played forte with brilliance, demand the use of the * bent™
finger.* We shall discern the reason for this, if we consider for
& moment, what i is that really causes the difference between
the “thrusting” and the * clinging * attitudes:

The ecause is not to be found, as might be imagined, in the
total difference of the musoular action of the implicated fingers.
On. the contrary, such difference in action, is itself but @ result.
For it i8 the variable condition of the Upper-arm, that induces
the finger to act thus differently. That is: (), if the Upper-
arm tends to hang loose st the moment of tone-production,
then the finger is compelled to cling to the key ; whereas (b), if
the Upper-arm does not thus hang loose, then itis supported or
“held” ina more or Jess dacidedly forward-tending dircetion;
and the finger is in this case compelled into & thrusting action.

* Such ight vlocity-touch has often been aptly dseribed ss the * pearling™
cb.

tou

* & passage, taken st great specd, consequently appears to the player, ns
17l of s opring ing Kesa I the wake oF the Rngers o they rush along. We
obsgrve also, that the Staccsto form of the Resting is the required one,

¥ 4.e., the presence or absence of Arm-weight.

* sy of the more rupid peseages of BEaTHOVEN hue, thus o be plaged
“best-fnger.” For instance, the passage commencing bor 52 of the Arst

e ionata,” must bave all notes played

“beot* finger and second Spectes of touch, while for tho accented notes we
wwast add the armeelement in its * formard ” variety.
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We know how this influences tone-quality. We must now also
recognise, that herein lies the reason why we must choose
“bent” finger, if we would be free to run rapidly across the
key-bourd while playing forte, For the moment we allow
the Upper-arm to lapse, thai moment we have the third Species,
which, we have lesrnt only permits velocity up to a very limited
point—owing to the necessity, that Weight must bere be sep-
arately lapsed for each note in furte, as it will otherwise bear
continuously on the key-beds, with disastrous resula

Hence, 88 we canuob individualise weightlapse beyond a
certain speed-limit, we are compelled to support the Upper-arm
at greater speeds; and this at once compels the finger to assume
ite thrusting action, and with (what showld be) a more fally
bent position. Moreover, should we make the mistake to em-
ploy the fiat (or clinging) finger foreibly, while supporting the arm.
(sccond Species therefore), such forcible action of the finger
would then tend after all fo drag the upper-arm weight on to
the key-board, with the same laming effect as before-men.
tioned. For it is obvious, since the clinging-finger fur-
thers graduality in key-attack, that it will in the same measure
render promp cessation less easy.

Sympathetic effects sre on the other hand impossible, ex-
cept with the clinging attitude, and this must then be em-
ployed with its drawbacks es to tone-amount when taken at
speed.?

§ 21. Here it is useful once again to sum-up the

}5;;;?‘“ true nature of the muscular-dificulties to be sur-
7> mounted, if we would possess absolute Agility :—

(«) We must be able to produce the second Species of touch-

1 Except when Weight is used continuously, as it may be, in very soft
pﬂxsnzewin the form of the ** passing-on” or *‘transfer ” touch.

* Most of CH Pnfs passages indeed uire tha “ﬂac" finger, Itis even
probable that Chiopin himself never undersiood the “bent”
supposed ¢ wenkn:sx on the Concert-room platform—probably in forfe
ﬁnger passages. On the other hand, to attempt 1o play some of his more stren-

ous passag: swnh et finger op a modern Pianoforte, would render th
dull clumsy, and uncertuin, On the horna of such a dilemma, all we can do
for duch passages is to e s & eclnlgue probsbly zotintended by tho composer

(ihe *“ bent” fnger),~s we shoui pe
imexen he nundonbisdiy dia ntend beyond evesy hing else.( ide Note o § 25.)
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formation ; which means, that we must be able to apply finges.
and-hand foree against the key (quite violently if need be),
while nevertheless not exerting the arm downwards. (3) For
the higher grades of Velocity, we must be able to supply the
Jirsi Species of tooh-formation, uxd must therefore here bo
able to discriminate also between down Finger-foree and down
Hand-force, 50 bhat we can employ the former without also
employing the latter. () We must moreover be able to em-
ploy both these two Species under the “bent” {or thrasting)
attitnde of bhe finger and its concomitant Upper-arm condition.
(d) Meanwhile our attention to the series of Sound-beginnings
must be alest and ever-present, so that we may sucoeed in di-
recting the finger-and-hand exertions to ceas their work at the
very moment of sound-emission® . . . . Atiming, we must

L AN scnstion of sedslty or exertion sems fn suh touch fo reach no
further than the Eruckle. Tiie moment the n of exorion reuchs the
end of the hand &t the wrisi-jolat—underneath, et momontal lity
i renderad imapossibe, for we e thea asing fie Hand-are in facs probably
emploing Species 11, instead of the intended Species 1. Refer also to 77,
aud 212 of ‘the Tabloof Musoular discriminaions appended to Chepler XYIL.

will bere become clearer to us, how all extreme Agility-key.
mmmm st 8 o matier of fact by parely’ STACONTO. | Owing, however,
the extreme speed employed, the Bar cannot detect sny Staceato, sincs

:h passages slowly, it is therefore futile to
practise them Legato, since !he lcmnmcnt of the disired speed depoucs <o
mnunnﬂy upon the accuracy of their Staceato pro

rocess of performance ma even ap leez tal ke the form of rows of
light, “klck -offs ™ against the ke alluded to in Note XVIL., Appendix
o this Part.  But we must in this cﬁs be cautious not to n\lnw !ha al\zh'/esu
coatinuous weight (or res.nm:) to teach the Key-beds; else the keys will b

Yl o reboind, asd ooe o will s cerally b fmpeted b in shor

?

arm.

, pro

akenat 8ol Jorie s sehEwnt et not (g0 fust, et

kick of the hand and finger will {m 3 sl

such addltionsl conun\m\m welght and wil be oh

ally reaching tho koy-beds. - Azd wihile thls slight exiva weight will bave o
e o ur Tooharque i soseemaflly s iy o key-board sur.
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remember, not individually willed for each separate note in
the case of great Agility, but instead willed as groups of
Rhythm, and as u general (but precise) impression or realisa-
tion of key-board pEpTH.!

In short, we may say : that Agility depends firstly on our in-
sisting on the FLIMINATION of Arm-force, and Weight, while
either using our fingers and hands conjointly, or using the
fingers alone for key-descent; and that it depends secondly, on_
accuracy in cessation of the force used?

§23. Weo realise indeed, more and more, that
crimination  Agility itself, as well as the power of obtaining
mustbesys-  any particular Tone-amount or Tone-quality ab
tematically  will, ultimstely depends on an unconscions or
usghtand  conscious discrimination of fle Muscular-causes
‘practised. that will provoke the efficts; thus re-enforcing the
argument, that a ic teaching and of these
Muscular-discriminations should form the first steps in learn-
ing to play. Such discrimination-exercises, indeed, form the
only logical, natural, and direct way of acquiring the Basis of
a good Technique,®

face, it will enhance our tone-possibilities in this kind of passage, owing to the
extra Basis thus provided for the: vlgem\ls but short-lived actions of the Finger
2 Hand against, the Kev durlng

1 Vide Note to 2pte

* Here it is well to pmnt out, th&! it isan nnconsc’lnus ln se of Arm-weight
ki S0 ofan vites ma oul o Agity, taccio and even
Pianissimo.  If we (1 for a omen'_ we s nll se that fo

ight o th:mnﬂpm&tﬂ cor the keys (a5 it should be e Tau iches) a
not testing Instead on the key bedv. must necestarily become very fatiguing

‘when continued for a length of th lence, as the arm tires, we are apt un-
consciously to allow it to lapse np n lha keva mmore ot lets ;—and we then Wone
der why our fingers atrn 30 300 AR 115,

The student should make the nper\ment of l\okhmz ‘his arm supported in
front of him (away from the key-hoard) for some considerable time, and thus
satisfy himself of this }mkmidnnmr to his. ’l‘echmﬂne.

o clonrly manifsst io s, how appalling an sb-
surdity o (et 1 sogma cimiact once Ovse ot are st e sive

ech Stdies, or Pieces to 014 or young sindenis. witieut

t gi ut cpery dive it
Mﬂnsy MEANS OF SUCE MUSCULAR PRACTIOR, and insisting npor
attention to such direetlons during Prectice; such directions,
the unfortunate student (1f he is consclentious) will try to learn “someh

sound the note s
aeauire, covniless wrong museular hahiia_habit, to brenk which, will sub-
Sequently demand Mo keenest will-posrer, perseverunce. and enthusiasm.
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§ 23, We shall also now be able to realise why

e ®" itis, that in our choice between these three Spe-
iceof cies of Touch-formation, we ave compelled to bear
Touch-forma- i mind (either conscionsly or unconsciously) the
tion. partioular advantages and drawbacks of each ; and

that the speed required, and the tone-quslity and quantity re-
quired, ave the determining influences i such choice.t

The following general broad principles of application, are
appended for the guidance of the student, as it is at first diffi-
cult o use one’s reasoning power in this directioni—

§ 24, For passages of Agility, we must understand that we
are limited to Species L. and IL, and for fortes, to the Bent-
finger form of these Species?

When the speed is considerable, but not too excessive, we
can employ Species IL, and we then have at our disposal the
benefits it confers in the way of considerable tone-compass;
but for extreme speeds we cannot employ even Species IT., but
are restricted to Species L, with its extremely narrow possibili-
ties in tone-amount, and variation of it.?

! The seealt of our ftlog to keop these facts constantly before us, wil
sender us Havle & commit erre dgment that will pectudo our oaining
S xpeeston 5 e Tt oot il T canen v 1o
umhvﬂmncall), wing 1o the dificuliy) of our progress across the keys.

r instance, we may try to play an Agility forée-passage with Species ITL,
Which will have the effeot of rendering such passage exceedingly laborious to

., that will not permit of our cbiaining any tome beyond the thinnest and
xma|las 1-0r. again, wher we waot 2 il soging tone, oot undersianding the
seular conditons uador hicl alone it oan e o , we may se-

— our not in

nativ 1 cobperation with the fat 'or Anging nger: nmmde(
, W aro limited to these two Species, except i ase of

sotet Temato i Tgato pamages, When that cxceptional touch, e S raming.

ouch (or Transt ¥ tonch) Is dlso_svaflable uader the condmans of full
Kgitity. (Fide § § and fis xcaptional touch-form has alre:
gtenbosn refered o ga the oly i pry-tch. A:'ln o 1ts " trangfer

o el adspted for Agiaty pmnges stall ind that 1 15 s
o ofm Sk o houe ots Mb omsiterios of Crowry

* We must moreover e in mind, that tho slight cofirueus Weigi, o
quired o induce Legato, niust not be employed when we require tho full ez«
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Quality of tone under either of these Species, is, however,
slightly variable by means of the contrast between Thrusting
and Clinging finger-attitudes,

§ 25. For passages of full tone,—tone, of full amount and
thick quality, and tone of small amount but of thick quality—
we are restricted to Species IIL. But we must ber in mind,
as already insisted upon, that this Species is only available up
to o very definitely limited speed. Beyond that speed, really
full tone zemsins & physical impossibility ; and if we never-
theless attempt to apply its musenlar-conditions beyond those
speed-limits, we find such passages will at once become “diffi-
cult” and laborious, if not completely “sticky ” and unclear.

Al cantands passages must bo performed under this Spe-
cies. The bent finger may be employed for the harder-toned
fortepassages; but when a real cantands is required, we must
have recourse st least to the Weight.initiative form of this
Species. Moreover, to ensure the trus subtle cantabile—
such as CHOPIN nearly always demands for his melodic mat-
tor, we must, in addition to Weight-initiative, insist upon the
cobperation of that fully elastic condition of Finger, Hand,
and Upper-arm, implied in the  cZinging” finger-attitude.!

§ 6. As alroady pointed out in § 42 all three species of
touch-formation ate equally available under Staccato and Tie-
gato; the difforence depending merely upon which of the two
kinds of Resting fthe Added.impet

‘We must, however, bear in mind, that the Resting must

remes of Agiley theso o Spectes reader pous(tle, Toven guch slight weight
‘will then provo an enenmbrance, and will detract from our Agility-power.

A5 insied upon 1o ma eoond Note 168 51 exhome. AaiL wc‘hn!qne
mustsally e oty o s sxzcuﬂon- Sigh o e e e sownd
g oo e ereen sy

Usless the peuonm R fhls iy “sympathetic ” cantabilsfu his reper.
fory, It s piece of shest vandaliem for him 10 ailemp to play Crtorr, for
Instdnce, Chopin playing
the performer Is able pvvn‘lncu all shades_of sympathetic (un»l\xddcm key~
qiacky—in Staoono ag wll 59 in Legnioy in Plaolasima pg well 19 fn
It ol experience worthy of Burkatory, t e compellad o hear a performor
crunch through poor Chopin, with ane of those brick and mortar tone-produc-
‘tlons affected by some whn nevertheless fancy themselves to be Pianoforte-
st} Refor at lo geond Boiefo & 30, pag

ts0 wide second Note to § 21 ; pags 297
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remain ab the key-surfzce in all passages of considerable Agil.
ity,—although the effect is not necessaxily Staccato at these
speeds.

§ 27. We must also note, that all three slternatives of move-
ment (Arm, Hand, and Finger “touches ™) are available under
Species ITL ; while with Species IL, we have orly two such

Fand and Finger-tonches; while lastly, Species
L, can only show Finger-movement.

The question  §28. As to the order, in which to learn the va-
of Oxderof  xious touches, 1t is generally found easiest to ac-
stuay. quire the muscular-combinations of Species IIL

a5 Armmouement in the first instance, applying them to single
chords and. aoles; then proceading to the scqaiition of the
under theirFi h form

and lastly \mder e Fomevomnt fom.

Species TL is, on the contrary, best leart ﬁrst as Hand-

When the touch-for has been tk

Taostered, it is casy fo substitute inger movement in place of
the Hand movement first learnt.t

§ 29, Even in these cases, however, much must be left to in-
dividual idiosyncrasy,—~the needful thing being, to learn that
first, which is least unclear ab the time. The same rule in
some measure holds good as to the question, whether Prssage-
touches or Clantabile-touches should be first acquired.

Personally, I am inclined to think that Singing-touch is the
best first step for most people. In its softest aspect, it is mus-
cularly the simplest touch of all. And once the important
truth has been recognised, that a tone can be produced appar-
ently by sheer “Relaxation,” it will become comparatively an

*The Pinger-form of thls Sperios might adga bo described cs conssting:
ot Handfouch (% Wilstesction ™) without the Hand-movement; for the indi.
Vidualoed agiivicy of e Lant here provitec bepind e Smgar vt indend
foduce Hynd-movement, were the Titer aciiyiy In exces of tho fingersoiivity
et the moment,~as I8 shonid ho, If wo with for the fager tonch.
Probably, i was Iis tonchcombination, fhat \...msmmly ceosied 16

e cxirability of  practising Thgsr pasenee wris
[t 5 benettal 0,00 o, when the ebd Tn view 14 Specon TE-5a i
TFinger-touch fon
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easy matter subsequently to learn to support the arm during
tone-production. But although this seems the logical course,
we have s teachers to deal with humen beings, snd the only
way to deal with such, especially in their younger stages, is £0
seize the hich sny of i
bodily-aptitude offers us, and to start the whole sequence o
touch-learning from that point of vantage.!

Caution meces-  § 30, Here it is as well once again to remind
sary when  both Student and Teacher, that we must be cazefol,
studying Mus- whils striving to scquire the necessary musculsr
tacilities, that we do not meanwhile forget to use the
tbrough Key. Koy, and thus ultimately forget the very Purpose
movement, the 0f such muscular facility —the Musicalresult!
ever-present  ‘That is: while striving to employ the correct mus-
Pupose. cular-means thet will enable us to obtain any re-
quired tone, we must always insist on directing such muscular
operations solely to the production of Sound by means of the
Key; and directing them not only to a sonnd, but to a defi-
nitely desired kind of sound, and above all things to 2 definitely
desired Time-spot for its begimning ;—in short, we must always
have Music as our nltimate Aim. Meanwhile we must also re-
‘member, that it is only by means of such Purpose in Time, that
this can be accomplished ; since Purpose in Time is as insep-
arable from the act of Tone-production as it is from Music it~
self—if there is to be success; and that our conception ofa
musical work can only become translated into Performance, by
means of the grip that Time-definiteness offers us?

'Wo mast therefore constantly bear in mind how important
it i, for us to LeTEN with vivid slertness for the beginning of
each sound (for the moment where “silence changes into
sound ™) so that wo may be able accurately to direct the cul-
‘mination of each correet muscular ect, and its prompt cessation

+ Ax every human being differs more or less fn\m ‘his fellows, we must in-
sert the thin edge of the wedge of K wledge, wherever the outer cuticle of
Nnn knowledge is least dense, endesvonr therefore to lay

edre tn-auth weaters1s Shoor ol woRhy ooty of 0 exsEEEE
ated M'n‘:;;t.m
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and reversal; meanwhile seeing to it, that this accurately
aimed calmination and cessation of the muscular-operation
against the key, is also compelled acenrately to synchronise
with a (consciously or unconsciously) selected moment in Time
and Tone.!

Moreover, it is necessary to insist that this rule also applies
with equal force, when we ate sindying merely single sounds
or chords, during the process of icquiring the art of tone-
produetion; for it is here equally essential for us to have
definite moment of Time 0 our mind—to which to direct the
speed-culmination of each key-descent, as we shall otherwise
be meanwhile forming wrong habits of Attention.

RECAPITULATORY

4): We have learnt? that the three muscular-componeats
available (Fingerforce, Hand-force, and Arm-weight with its
cobperatives) can be applied to the Key, under three main Prin-
ciples of Combination, forming three distinct Species of Touch-
formation :

Description of the Three Species of Touch-formation:

5): The First Species consists of Finger-force alone acting
against the key during descent; while the hand is passive, and.
the Arm self-supported.

The Second Species consists of Hand-force acting in conjunc-
tion with the Finger against the key during descent ; while the
Arm remains self-supported.

The Third Species consists of all three components, operative

our mustea! Tntellect a0d foslivg, | For i alone by such mosna—ihony
acearacy of Rhyim, that we oan make deliniiencss of purpose evident in our
Fruace, ~along in this vay. St our playlng can Lesome “living,” and
Dot mere unineantag moto-strus
* Chapter XVIL, § 6.
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against the key during descent ; Finger and Hand force being
supplemented by Arm-weight, etc.
How these Touch-formations are used :

¢) : To produce the Tst Specles: the Arm must remain fully
but elastically supported by its own muscles, and while the Arm
thus floats over the key-board and supports the Wrist-end of the
loose-lying Hand, the sound must be produced solely by the
Finger’s action against the key; such Finger-action ceasing the
moment that sound is reached,

4 : To produce the 2d Species: the Arm-condition is the same
as in the last, but the Hand must here act behind the Finger
during key-descent: both Finger and Hand accurately ceasing to
act, the moment that sound is heard to begin.

¢): To produce the 3d Species: we have to add Arm-weight
‘behind the Finger and Hand, the latter acting as in the other
Species. Such Iapse in Arm-support must reach its climax at
the moment of sound-emission, and it, as well as the finger-and-
hand actions employed, must disappear at that very moment.

‘The forms of Movement available :

) The Third Species can be employed either in the form of
Arm-touch (ar
or as Finger-touch (Fmgzr—movemnt), all three forms of move-
ment being available in this Species, since it contains all the
three muscular-components.

The Second Species can only be employed either in the form
of Hand-touch or as Finger-touch, since the Arm does not here
change its condition during the act of tone-production.

The First Species is only available as Finger-touch, since
neither Hand nor Arm should here show any change of condition
during key-descent.

‘The speeds st which the Species are available :
g): The Third Species can however only be used, when the
speed of the passage does not exceed a certain rate;—the speed

* ¢ Wrist-action.”
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being restricted by the limit beyond which we cannot give the
necessary repetitions of Arm-release.!

The Second Species permits far greater Agllity, while—

The Pirst Species offers no physical limit to speed beyond the
‘mental difficuity of keeping the passage ¢ In han
‘The contrasts of Tonequantity available :

b): The Third Species offers us the whole range of Tone, from
the very softest to the loudest and fullest, owing to the presence
of Arm-weight.

The Second Species cannot procure s so much Tone, as the
Hand and Finger here have only the self-supported (or suspended)
Arm as a Basis.

The First Species only renders a very small quantity of Tone
available, since we here bave only the slight weight of the loose-
lying Band as 4 Basis.

The contrasts of Tone-guality available :

1) : The Third is the only Species, under which all varieties
of Tone-gualify are available. For it is owing to the inclusion of
Arm-release, that we can under this Species sfar? the act of Tone-
production either by Weight-release or by Muscular-exertion. *

The Second and First Species only permit « Muscular-initia-
tive.” No «singing’’ tone can therefore be obtained through
them.

j) ¢ All three Species can moreover be somewhat modified
(eifher towards Beauty or towards Harshness) by selecting either
the flat (or clinging) attitude, or the bent (or thrusting) attitude.

k) To obtain fully “sympathetic” cantabile or cantando,
we must combine the Chngmg -attitude with the Third Species,
in its Weight-initiative form,

3 Such alternations of Armerelense and renewed self-support, are, we must
remember, ot neomately hova @ X

it may be considered a Variefy of owever, also avail
able in fullspeed passages, provided we do not gttempt to obtain more tone

n provided, U.\exefoxg that it takes the form of ** trausfer” (or
* passing-on ™) totch, In this form It is ulw available 88 a GLISSANDO.

S We must romambor thit wish - “ Weight-touch * the tendency Is towards
‘beuuty of tone, while with ““Muscular-touch ™ it is towards hardness, harsh-
nesa (or saperity) of quslity.




THE THREE SPECIES OF TOTUCH-FORMATION. 235

Fent finger, 23 Species, compulsory, for vapid forte passages.

1): We moreover now discern, that the Clinging (or flat)
finger, requires some measure of Upper-arm release. This in~
capacitates this form of touch for rapid passages, when these
are required forte.

For rapid forts passages, we must therefore use the seli-sup-
ported arm (Second Specics) with the thrusting (or bent) finger in
combination with it.1

m) : The secret of Agility, hence, s found to lie in the self-
supported arm ; and combined with it, the thrusting finger, when
the passage is forfe. Accuracy in ceasing the action af sound, is
alaw that meanwhile bears no breaking.

‘The contrasts in Durstion, bow available:

) : All three Species of touch-formation are Staccato, provided
we insist meanwhile on the Act of Resting being sufficiently
light ;—so light that the arm is continuously in a state of com-
plete self-support; and provided we are also careful to time our
actions against the keys to cease 50 accurately as to permit these
to rebound.*

0): All the Species can be transformed into Tenuti, by merely
changing the Resting into a slightly beavier form, the arm (as
to its continuous condition) being here not quite so fully supported
as in Staccato.

)¢ All the Species can moreover be transformed into Legati,
by transferring such Tenuto-form of the Resting from key to
Key.

“The danger of forgetting to think of Sound, when learning new muscular
habits :
g): Tn endeavouring to acquire correct Muscular-conditions,
we must meanwhile never lose sight of their Object, viz.: to
move the Key for the sake of Music.

! Tho dlinging-inger, wonld in rapid forte pastages, tend o dull the pase
sasg by dragging the Upperarm on 1o e key-beds,
‘el reeall that she Gontbauous conditlon of the am, here fmplied fn
the Resting. does by no means preclue our using the momentary lapses rec
Quired in Specin T1L, 1o forin the Added-impetos,
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To succeed in this, we must remember to watch the key un-
remittingly, both before depression—for its weight, and during
depression—for the Place where tone-production culminates and
ceases. We can moveover only ensure our doing this, by remem-
bering to watch TIME.

We must therefore insist on judging not only how, but where
each note should sound. Thus, only, can we hope to learn to em~
‘ploy Technique solely for & Musleal Purpose.

7): The following Table should now be studied.
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CHAPTER XX,
ENUMERATION AND CLASSTFIGATION OF TOUCHES.

§1. To facilitate the understanding of this matter, we must
first once again briefly review the whole ground of Muscular-
facts and Touch-construction. Enumeration of the main kinds
of Touch follows ; whils Classification naturally ensues dur-
ing the course of this Enumeration. After giving a Recapit-
ulatory and Summary, several Tables are appended, exhibit-
ing Enumeration and Classification from different points of
~iew.

Constant ve-staterments of the same facts are here involved,
5o that each successive point may be complete in itself so far
as possible. As already pointed out, slthough this must prove
tedious to many o reader, nevertheless it is essential for the
sako of the ordinary stadent.

Any Enumerstion and Classification of Touches may st first
seem to be an jmpossible achievement, when we see how end-
less aro the possible varieties and their modifications.! The
task nevertheless becomes quite feasible, if we keep in view
the natural divisions that Touch falls into,—owing to the
Three Species of Muscular-construction described in the last
chapter.

Duly bearing in mind these and other fundamental and rad-
ioal distinotions, the whole problem, so far from being com-

' Happily there is no Wt to the yms‘.hle comblnations and gradations ot
Touch, any more than there § o the (nntwn pnsxibilmn of Melod
mony and Rbythm, otherwise we sl Shonid mave 1a agree w oy
ll:rs:; nn:l ﬁndm-v éur Art to be mlserably “ limited 7 and * ﬁnllc," give it up
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ptox, becomes one of extreme simplicity; and our understand-
ing of it, as woll as its practical application to the key-board, will
then be found perfectly clear and essy.

The result, when brought down o ﬁ.gures, mey b first
glance seem an but
no such difficulty is found in ackusl praatwe There is none,
provided we always, both as Students and as Players, keep in
view the few main and simple facts which explain the derivation
of all this complicated erray of possible Touch-varieties ;—va-
rieties that give us all options of tone-quantity and quality,
and varying opportunities for Agility.

We will therofore first recall these general main facts, and
then briefly reconsider the Three Species of Touch-formation,
and their potentialities :

2. These MAIN FACTS, wo must remember, can be summed
up under the following heads:—

8) The Resting—the commmms Element, in its two
forms of Staceato and Logato-Basi

b) The Added-i uhL.ol*,:\,‘
act.

o) The Thres Species of Muscular- combination (o
Touch-formation) under which the Added.impetus can
be given.

) Weight-initiated Touch, and 1
Touch—those two great distinctions which respectively
make for Beauty and Harshness of Tone.

©) The Clinging and Thrusting Atlitudss, which further
infiuence Tone towsrds the Sympathetic and the Unsym-
pathetic respectively.

§3. Tho Tares SPEOMS of TOUCH-FORMATION, We musb Yo-
“member, are as follows
1) The First Species, implies a self-supported Am,
and loose lying Hand ; the sound heing obtained solely
by the action of the Finger.
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IL) The Second Species, implies aself.supported Arm,
while sound is produced by the conjoint action of the
Finger and Hoad.

IIL) The Third Species, implies the employment of
all three ruscular components sgainst the key, during
descent ; viz., Arm-weight yelesse, in conjunction with
Hand and Finger-sctivity.

§4. We found Species JIL to be the most important, be-
cause, containing the element of separate Arm-release for each
individusl key-descent, it provides us with those radical dif-
ferences in Tone-quality which we have termed respectively :
“Weight-touch” and * Muscular-touch,” ! and which are enti-
tled to rank as Sub-genera.  This Thivd Species is the
most important, also, because it offers us all three alterna.
tives of Movement—i.e., movement sither of the Arm itself, or
of the Hand, or of the Finger; and because it moreover gives
us the largest range of Tone-guantify—ranging from the softest
10 the londest possible.

§ 5. Species L. and L., while they neither give us the great
Quality nor Quantity-contrasts of Species IIT., nevertheless
offer us the advantage of easy progression across the key-board,
and they are therefore both entitied to be called “Agility-
touches.”

Species IL, moreover, is more important than Species L.,
since the former (depending as it does both on Finger and Hand-
force for key descent) offers us some considerable range of
b ity, and the of Hand and Fi
ment; wheress, with Species I., we are restricted o the move-
ment of the Finger itself, snd $0 a very scant variety in Tone,
as we only have finger-force to depend on.

§6. To complete this review of the derivation of Touch-
variety, we must refer fo the fack that any of these Species, and
Sub-genera, can appesr either under the *“Thrusting ” (Bent-

e must recolecs that el iglouch 1s a0 calld, because the complete
comblagtion (o1 Arm, Han inger) s heren Brought nto op uon
Rrough Afuriisse Totre b Masco soorn B
canse the complete cnmbmnl\ou s oo, o0 tho contrary, Varied ot specition
by the muscular.aetion of the Fiager and Hon
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finger) attitude, or under the “ Clinging ” (Flat finger) attitude.
A fact which ab one step doubles our number of Touch-vari
etiest

§7. There is, however, one kind of Touch not included in
auy of these Species, which is nevertheless perhaps one of the
most importent of all, and that is the ppp.Tenuto or Legoto
Weight-tonch.?

This exceptional form of fouch, we therefore classify as a
tone-producing form of the Act of Resting itself; in fact, as
the “Second form of the Resting,"—a Resting continued ab
key-bed level, and which is the Basis of all Tenuti and Legati.

§ 8. Being here again brought face to face with those two
Mental-muscular Concepts which together form the foundation
of all true Technique—the “ Added-impetus ” and the “Rest-
ing,” we are also reminded that it is merely the slight differ-
ence in the weight of the Resting, that constitutes the cause
of the distinction betwesn Staccato and Tenuto or Legato.®
We are reminded, oo, that if the Resting is heavy enough to
take the key down, itis also sufficiently heavy to retain the key
depressed ; and that if we desire the natural Staccato effect,
our resting must be even lighter than in the former case; i.s.,
it must then exist without the slightest vestige of Arm-weight. ¢

§9. Having thus reviewed our material, we can now proceed

1 We also have the fartlior alternative, that nearly all these Touches may

accompanied by the sofary-movement of the Fore-arm (of rocking of the
Hand), termed Rotory- touth, T piace of the more usual movements of the
Arm‘ Hand nr Fllw

opp-Teny m‘ [g ato * Weight-touch~ might be classified ss a very
lMxL fm-m ol S 11., were it not that we have applied the term Spb

o those shnn—hved ‘muscular acts which las n hnly during key descent.
Th(s mepunnal form of Tone.nrnduction, on the o o mbinues 1o be of
the same me egond the- momont that the a6t of tomt-production
is concluded : and it {s theréfore identical with that mnlmuoux act of Rﬁstzg
on the kev-hoard, which in its second form conlumly attends the individuali

of natural Stacoati and Legati, we also have Hose subsidiary conirasts in this
direction abisined, from ihe *drivenoff  Staconto fo {1s many atpects, and
et aeltcil Hand-induced Legato which s sometims o bo em) oyed,

‘ or i e agafn necesary, not to confoss hic contionots o
ot o fabus of . Hesting {sad g Avan-condiions) with these
ivamtinnons an maniate oAt sondtHons of ibe Avm that obtato during
the moment of key-descent in Species
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to the desired Enumeration, at the same time exhibiting the
natural Classification of Touches. Under such Classification,
Tonch frst of all segregates into the two primary Divisions of
Staccato and Legato,—with the “ Resting * either ab Surface or
Depressed level of the Key-board. Under each of these Divis-
jons we then have the three aspocts of Movement ; i.c., Finger-
touch, Hand-touch, and Arm-touch. As Finger-Movement is
axailablo uader all the Threo Spocies of Musoular-combination
(or Touch-formation), and as H: is available
under Species IT. and IIL, and Am,movemenc only under
Species I, we then finally discovex the number of the main
Varieties available under each.

ENUMERATION OF TOUCHES.
DIVISION L—Staccato.

The act of “Resting” is here st the Surfacelevel of the
Key-board.

No greater welght must here rest continuously on the keys than thete
will bear without depression. The Arm must therefore be in a state of
continuons (or continuously resumed) Self-support.

§ 10. Finger-stacoato Touches.

'There are eight distinct Varieties of Pinger-staceato, as follows :

The sound indusing Impems may be produced : (a) by Fin-

tion alone, (b) by Hand-exertion in conjunction with

fie TFinger;' and (¢) by Arm-weight in conjunction with both.

As the lutter Species of touch (the third species) can exist as

cither of the two Sub-genera: (a) Weight-initiated touch, or

(b) Muscularly-initiated touch, it follows that this gives us

four kinds of Touch, s all these four can exist either under

ihe “Thvusting ” (bett) attiiuds, or the * Clinging” (faf) aiti-

fude, this vaises the completonumber of Fing touches
to eight

T Do not let us coufuse Tonch-tonstruction with mere Movement.

RIVEN-0F® Sfaccato, As the muscularly-initiated Staceati ¢an be ren-
dered vaons ooy o aggressive in. tons cliaracter) by assisting the others




ENUMERATION AND CLASSIFIGATION. #3

§ 11. Hand-staccato Touches.

There are Six distinot Varietiea of Haud-staccato (Wrist-staccato)
touches:

Species I1. and IIL czn both exist as Hand-touch (< Wrist-
action ) if we permit the Hand.activity slightly to outbslance
the other muscular-components, Species IL (Hand scting in
conjunction with the Finger) will thus give us two kinds of
Hand-touch, since it can appear either under the guise of the
“Bent” or the “Flat” attitude. Species IIT. will give us four
move,—since we have the alternative Sub-gonera in the shape
of initistory Weight-release or initiator wit]
the further alternatives to each of these of “Bent” and “ Flat”
aftitudes ; thus raising the complete mumber of Hand-staccato
touches to ST.!

§12. Armstaccato Touches,

There are Four Varisties of Arm-siaccato Touch :

A very slight excess of Arm-lapse over the other two mus-
cular-constituents which form Species III. will cause Arm-
movement to supervene in place of either Finger or Hand
movement. As we can start the complete muscular conditions
required in Species TIL, either by Lapse of Weight, or by
Activity of the Finger-and-Hand, and as either of these Sub-
generacan exist either in the “ Thrusting " or “ Clinging” form,
this shows FOUR to be the complete number of Arm-staccato
touches.?

DIVISION II.—Tenuto and Legato.

The act of “Resting” is here st depressed level of the
keys.  The “resting” Weight must therefore be sufficient
to over-balance the keys into descent; and it therefore also

asive” rebound of he key end its smperfposed limb, througd the

ioaion. 0% o Sharp ket on i 1hIs yay ghin scveral more ot 1o
ell:doed additiona Sub-rapiies of mmmmm
+ Tho addition of o key-Le ot or * Qriveft * offers us, 58 in the

case of the Fingerstaceato muche!, o Tamer st 6F Rouohmod ientions o

Varieties.
% The # Driven.off ¥ Staceato gives v, In the case of Armamovement, four
additions well dedued Sub-varieties of Touek.
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suffices to retain them deprossed beyond the moment the ack
of tone-production is complete.

Arm-sustaining musclas must therefore here be in a state of contin.
wous (oF coutinuoualy resumed) slight lapse

§ 18. This second form of the “resting ” we have recog-
nised as being itself a Tane-produelng agent.

Employed alone (e, without any “Added Impetus™) it
gives us the softest sound obtainable from the instrument, and
at the same time forms Tenwso. Such Tenuto, transferred un-
brokenly from key to key by the fingers, thus forms Legato.
Tt is also the Basis of all other Tenuto and Legato touches,
however loud, or brilljant, or sympathetic they may be. It
moreover forms the only smrph fom of Touch ; and it can bo

d either by A . or
Finger-movement.?

Tt can also be employed 23 a tone-guality modifying agent,
when it is combined (in the form of weight-transfer-tonch) with
the light finger-touches of Species I For its weight influence
(making for sympathetic quality) can here make itself felt,
owing to the fact that the muscular-initiative influence of this
form of the Added-impetus is too light to prove overpowering.
(Vide § 17, Chapter XIX.)

§14 Finger-tenuto and Legato touches.

There are Ten distinct Varieties of Finger-tenuto (or Legato) touches,
as follows:

To begin with, we may obtain sound by the unaided “Rest-
ing” ifself? and as we may employ either the “ Thrusting” or
the “ Clinging ” attitude, this gives us fo Touch-varisties.

2 o must, recel that he appenrance of this slglt dogree of Armoweight
ous duting each musical Phrase or Rentence, or must else be
ummuumy resumed dating such sl divisions.

ore explaiued, it 5 the only form of simple toucl:; since ther is
Nere o change 3o mostunt Gonions cxiuing Huring hesdeen vt
fer Kop-deséent,for the sondiians that cruse the tone, and the conditions

(Staceato as well as Legato} we are obliged to have a separato set of muscular-
couditions to provoke each tone,—separate from the conditions that give us
theRestng » ellher a3 key-surfics or Fey-bo
s rom note tg not, 10 the form of Legato, this kind of
Koy attack orims - Lranstor-onen. on - Pasongon touhit
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The remaining cight verieties are obtained by adding to this
“second form of the Resting” any of the previously enumerated
¢ight FINGER-STACCATO forms of Toneproduction,—or forms of
the Added-impetus. That is: We may combine an Added-
impetus with this act of Resting, and this Added-impetus may
bein the Jorm of any of ke threa Species of Touch-formation ;—
while the third Species is moreover available in either of its
Sub-genera ;—and 21l of these again, either under “Bent” or
“Flat” option.

Thus we find that the complete wnmber of Finger-touches
available as Tenuto (or Legato) is TEx

§ 15. Hand (* Wrist ) tenuto touches.
There are Biight Hand-tenuto tonches :

The “Resting” unaided (as simple “weight-touch”) pro-
vides two varicties, since it can be applied eitherin “ Bent ™ or
“Flat” attitudes.

Then, again, wo may add to this Tenuto-element any of the

forms of Hand tone-pro-
nction, Thas we have the option of the third Species of
Touch-formation in either of its Sub-generic forms, and also the
second Species, while we have the further option of giving any
of these three, either in the “Bent” or the “Flat” modifica-
tions; thus showing the full number of Hand-tenuto Touches
t0 be EIGET.2

casionally applicable, and, as before noted, it i by its meavs that we should
obtain thoss short lived slight extza,  pressures * fequired during moment
anfection of Legato sad Super Legato, or Degutisimo.

*We often heur of ** Wrist” or “ Arm Legato touch.” This, however, is
morely s bt of bonyenions, 3 Ssely B oth. For it i obvioe that
notrie i through

ihe intervention of the Damper-pedal.—¥Without the Damper
ouly approxtimate towards Logato o Hand wnd Ans touckes, by fusising on
making the succesclons of TFenutl a5 close a3 possidle,

ferm “ Semi-legato” s a similar misnomer whien shysically considered.
The BocaRonshoe T ucsion, Eheui b tamped Sk donsin .t s o0
sained by discontinuing eacls of the succestive Tenuto effecis helore the ap-
pearance of each new note-
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§16. Arm-tenuto touches,

‘Theve are Six varisties of Arm-tenuto:

The “Resting " itself supplies two varieties, since we can
apply it to the keys either under the “Thrusting™ or the
< Clinging ” form.!

e owe the remaining four Varieties to the fact that the
third Species can e spplied either as Weight-touch or as
Musealar-touch ; and that both of these Sub-genera can again
appear either under the “Bent” or the “Flat” Finger atti-
tudes; thus completing the full number, SIX, of Arm-tenuti. *

§17. Rotary Touches:

Most of the touches so far enumerated are (more or less
conveniently) available as Fore-arm Rotation-touches, or so-
called “Side-stroke™ touch, They aro transtormod into
such, by the ever.p of the Fore-
arm-rotation fo manifest themselves as an actusl rocking move-
ment of Hand and Fore-arm ; these adjustments being in this
case slightly in excess of the other muscular-components of
Touch, and this rocking movement therefore here taking the
place of the more usual movements of the Finger, Hand, or
Arm.

Asthe i ication of Rotaty-touch is compar-
atively rare, it is undesirable to encumber this page with a
minute enumeration of the possible Varieties of this kind of
touch ; especially as such differentiations depend on precisely
the same causes as in the case of all other touch-formations.

1 We must remember that simple piandssimo Weighttouch takes the form
of Arm-movement when (he Finger and Haod are nsufficiently exerted to
support the gently (and but slightly) relaxing Weight of the whole Arm,—

and the Arm ftself fn consequence sinks down with the key. ~Arn-movemént
Torms The best (ond usual mode of appIyIng this simples of the Touchos, In

orde.

* The Student must bere oncs agein be warned, clearly to keop in mind the
dfference hetween thet continuous (or continuously resumed) slight arm-lapse
ybich contitates the o of Simple-toueh fand Is the Bie of all Tenuti ana

n of the second kind of * Resting”) wod that ofher ach a Mo-
MESTARY Iﬁpl of the A pppariing musciCor i abie that ey 56 compleiey
a0 mag even have Shoulfer-weight and Body-weiglt bebiad it but whiel
ot I oy added o give the pecess g Jupilse (0 the ke 1o e irger Tonc:
Totmas Abd wiioh s o ity moment 3t Tomeomfiion,
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§ 18. While we thus find that there are 42 main kinds of key-
attack that can be enumersted, it by no means follows that it
is either necossary or even desirablo that we should keep these
distinctions in view when playing.  On the contrary, the
less wo are compelled to think of these distinctions the better—
provided we do correctly produce and apply them.*

Certainly, in lesrving to play, we must ab first employ them
consciously—purpossfally; but we must siso gradually learn
t0 employ them more and more unconsciously, until at least
Musical-suggestion will itself suffice to prompt them into oper-
ation.  Moreover, in thus,as it were, gradually losing sight
of these mechanical (but necessary) distinctions, we should do
50 in their atwral order of importance ;—the less easily mwis-
used and less importent actions being bence the first to reach
almost wmeonscious (but correct) application,

Tt is well, therefore, in this connection to bear in mind, that
Movement (the distinction between Finger, Hand, and Arm
touoh) is the least important thus musculazly considered ; that
the difference in Resting (the difference between Legato and
Staceato Basis) comes next; and that the distinctions formed
by the Bent and Flst Aftitudes and by the Three Species of
Touchformation, on the contrary, ave the most important, espe-
cially as the third of these brings with it the distinction be-
tween Waioar-fouch and MUsovLsz-touch.

Even the Artist must ever remain careful to use good judg-
ment in these last respects when he is “laging-out” & work
for study.

The distinetions between (a) the Three Species of Forma-
tion, (b) Weightv. Muscular touch, (c) Beat v. Flat finger, hence
always remain burning questions, whether we think of them
under this actual nomenclature, or think of them as undefined
Means towards the attainment of veal musie.

! In any case i s ot Phrases that have o be ept In view, but Facls that
mast be realised and made into Habit through Practice.
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RECAPITULATORY AND SUMMARY.

) : Enumeration and Classification only become possible (and
easy) if we bear in mind the main facts of Touch-construction,
Tig.i—

1)t The Resting.
2): The Added-impetus.
3): The Three distinct Species of muscular-combina-
tion, or Touch-formation ; and
4) The two great Gistinctions thence elicited :
1):

Muscularly-initiated Touch.

5): The Distinction between Clinging and Thrusting
attitudes.

b) : To attain our present object, we must review some of the
potentialities of these Elements :

1): The Third Species of Muscular-combination (or
Touch-formation) alone offers us (because of its two Sub-
genera) the option both of Muscular-initiative and of
Weight-initiative; the other Species being necessarily
Muscularly-initiated.

This Third Species, as regards movement, can be ex-
hibited either as Finger-touch, Hand-touch, or as Arm-
‘touch.

2): The Second Spec:es nnly offers the optlon between
Finger-touch and touch,

3): The First Species can enly be obtained as Finger-
touch.

4): The Thrusting and Clinging muscular-attitudes
tend to qualify a// Touch towards the Brilliant type and
towards the Sympathetic type, respectively.

5): The whole of these Tone-producing Elements can
be applied either under the first (Key-surface) form of
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the Resting, o uader the sccond (Key-depressed) form of
the Res

In the first case the effect is STACCATO; and in the
second case it is TENUTO, and the latter can, moreover, in
the case of Finger-touch, be transformed into Legato.

6): The Second form of the Resting, applied by itself
to the key (without the assistance of any Added-impetus)
forms the true pp-tenuto or Legato—pp Weight-touch or
Transfer-touch.

It is identical with the muscularcombination, Species
111, and can therefore exist either in the guise of Finger,
‘Hand, or Arm-movement.!

¢): Enumerating the forms of Key-attack thus reviewed, we
find there are
*L): Eight distinct kinds of Finger _stacsato; and fen
kinds of Finger-tenuto, or Legat
10) = Six forms of Hand (¢ Wrist”) staccato ; and eight
forms of Hand-tenuto.

IIL): Four forms of Arm-staccato and six forms of
Arm-tenuto.

d): These 42 well-defined modes of K 2
each offer us a greater or smaller range of Tone-quantity and
quality, and of Speed-possibility, respectively, according to their
construction, as demonstrated in the previous chapters.

¢) : Subsidiary modifications are :—

1)t An adaitional set of touchforms, exhibited as
Fore-arm Rotation-touch, sometimes advisable, and avail-
ahlc under most forms of touch-construction.

: The « Kick-off” Staccato influence ; c&pab].e of
bemg added to all the enumerated forms of Staccato.

3): The t Artificial’ form of Legato, induced hy stight
and contlnuous pressure of the hand and fingers, in place
of the usual heavier form of the Restiny

£+ All these distinctions meed mot be consciously kept in

s Restng, when applid fn conjunction wih a 13t Species Added-
imp»lul sublly modifies the Jniters tone-quality,
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view, once we have mastered their application. But we must
more or less Temain conscious of those few main principles re-
called in §§ # and g of this Recapitulatory.

) - From the Artist’s point of view—and the Student-colour-
isP’s1—Classification must therefore needs take the following
aspect:

Div. L.: Welght 5. Muscular-initiative. ) Formiog the tsactons
Div, IL: Flat o Bent Finger-arm Atti- of inqualiy:round-
tude (Clinging v. Thrusting). ] patuctics. Argressive,

Div. 1L ; The Three Species of Added-im- }le‘mg ~arious _options
e quantity, and

petus-construction ........

tveen Legato  and

Div. IV.: Key-suface @, key-bed Rest-) Forming he distincions
7 %
Staceato.

and lastly,

Div. V.: Finger, Hand, and Arm-touches. | Forming the distinctions
{ of merc movement.

1) : The following three Tables should now be referred to.
* Without Golouring, Piano-playiag is reduced to mere strumming.
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CHAPTER XXT
RECAPITULATORY AND SUMMARY

OF THE MAXN CONCLUSIONS OF
PART IO

1)+ During the process of learning the requisite
Muscular-habits (When we must of necessity pay at-
“ention to the muscolas-details) we must not permit this to divert
otr attention from the fnstrument’s requirements; these must
always be kept supremely in view, and for the sake of the re-
quired musical-effect, That is: Moscular-action must only
be thought of—and applied—for the purpase of fullilling the
requirements of the key, and these again solely for the purpose
of Musical-result.

2) : The key's requirements vary according to each difference
in sound<hading dictated by our musical sense. Accurate and
musical Technique hence demands that our muscularfforts
must vary correspondingly.

3): We can only insure this correspondence by an unswerv-
ing attention to the RESISTANCE the keys offer before and dur-
ing descent. We must therefore constantly notice the “giving-
way point™ of the key, even in the case of our employing a con-
siderable movement before reaching it.

4): Ateation thus given through our resistance-sense, also
enforces Musical-attention and intention ; for we find ourselves
compelled to refet to our musical-conscience, the moment we en-
deavous to judge what should be done to cach key.

The Link}

On Key- 5): It follows, that Key-confact must never take
Contact*  the form of a real blow, if we desire musical-accuracy.

For expluantion of 882 10 & el to Chapter XIIL, page 114
+ Explanstion of §5 5 10 7, found tn Ghapter X1V., page
265
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6) : Not only should we therefore reach the key-surface quite
easily and lightly; but we must also be most careful to remem-
ber, that the required tone has to be made during the ensuing
short descending movement of the key.!

7): This light fall of the limb upon, and subsequent move-
ment with the key, may either form an vnbroken descent, or we
may instead bring the linger into contact with the key before the
moment its depression is due. But in cither case we must,
before using the key, insist on feeling its resistance.

8): Since careful Contact is so essentfal, and
since Tenuto and Legato further require the op-
eratton of a light resting Weight, and as we must
nevertheless often apply much energy to the key in addition to
this Resting to provoke the key info the necessary tone, it fol-
lows that TOUCH consists of the combination of two muscalar
operations, iz. +

2) The act of “Resting,” and
3) The act of “ Added-impetus.”

9): The act of “Resting” is practically continous during
each phrase, but may differ in its actual weight, This consti-
totes the ditference in Basis between Staccato and Legato.

10) : The “Added-impetus” is applied only for and during
key-descent and it must cease to exist the very moment that
tone-emission commences. ‘This law applies both in Legato
and in Staccato.

11) : For Staccato, the Resting must be no heavier than the
key will bear at its top-most level.

For Tenuto and Legato, the Resting should never be heavier
than will just suffice to tetain the keys depressed.

12): The Legato-resting, employed without any Added-
impetes, is the only simple form of touchs and thus employed,
it gives us an absolute ppp Tenuto or Legato.

« For the act of Tone-production does o really commence until we bave

sctuajly reached ghe key.
* Explanation of 8 & to 15, found in Chapter XY., page 135.

Concepts of
Touch.t
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13): Legato implies a sequence of complete Tenuti, trans-

14) : Duration therefore depends on the kind of Resting,
while Sound-kind depends on the kind of Added-impetus.

The limbs and 15) ¢ Four distinct living-levers are employed,
frotratug ‘vx’z»  the Finger, the Hand, the Fore-arm, and the
Upper-arm,

16) :+ The finger itself can be exerted in two completely dif-
ferent ways:

2) The Bent, or #hrusting attitude, and *
) The Flat, or clinging attitude.?

17) : By means of attached muscles, we can exert any of
these living-levers in many directions.

18) s Moreover, for every direction in which we can thus ex-
est these levers, we can also exert them in the opposite direction,
by means of opposite muscles,

19) : Stiffness is induced, when we exert both these sets of
muscles simultaneousty. We must therefore carefully guard
against doing this; for unless we provide every required action
and movement with perfect freedom, we shall certainly spoil all
our playing.

20) : The muscular-operation against the key

The Actions ”

and Tnesetions. n'nplus leverage on the part of the finger and
han

This kvmgc re-acts upwards: (a) against the hand at the
knuckle, and (b) against the arm at the wrist.

21): To form the necessary Basis, the arm may be employed
in two ways: (a) it may be fully self-supported by its own mus-
cles, or (b) its aeight may be st free by relaxation, during each
act of key-depression.*

* Ex}\lunu\on of §§ 16 to 19, found in Chapter XVI., page 147.

Vide Figs. 6 and 7, page 151.

: Exp!mmv_mn oF 5 30148 e tousd o Chapter XVIL, pago 15.

‘or extreme fories, in uddition to the full use of arm weight, we may
uw he weight of the houider on to the Key.
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22): The sensation of exertion is always upwards in correct
touch, since the required exertions should be mataly derived from
finger-and-hand leverage—which by reaction from the keys
operates upwards against knuckle and waist!

23) : There ate three matn muscular-components : Finger and
Hand down-exertion, and Arm-weight.

24) : Loudness depends on the total degree of Energy thus
dertved.

25) : Quality mainly depends on the locality of the inftiatory
whether we start the act of key-
initiative or Weight-initiatt The
first makes for sudden key-depression—sharpness of tones
whereas the second makes for that gradual attainment of key-
speed associated with beauty of tone.

26) : Quality is moreover modified in. these same directions,
by the contrast obtainable between the Thrusting and the Cling-
ing finger-attitudes, and their related upper-arm conditions s—.e. s
by the contrast between a forward-held, or a backward-hanging
Efbow.?

27): To obtain the extreme effects of Quality, we must
combine both. of these influences.

28) : The most active portion of the finger should always be
that next to the knuckle of the hand. This applies equally in
Thrusting and in Clinging touch.

29) : Movement—the distinction between Finger-touch, Hand-
touch, and Arm-touch—depends upon which one of the three
muscular-components® is stightly in excess of the other two, dur-
ing the process of key-speeding (descent).

30) : Choice of Movement should be mainly determined by
the speed of the passage. Finger-movement (Finger-touch),
however, can be employed both fa quick and in slow pas-
sages.

31) : Good choice of Touch-formation—or Species of touch—

1 The resction is upwards oginst the shoulder in extreme sases.
2. ,,Z“i‘z“”." 8 and 9, page 166; Fig. 10, page 167 ; and Figs. 12 and

M F{nxel»foroe, Hand-force, and Arm-weight.
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is nevertheless far more important, since spon it depends the kind
and degree of tone, and our agility-possibilitics.

32) : There are three ways of forming or constructing the act
of Touch from its three muscularcomponents. These three
muscular-combinations are —(a) First Species of Touch-formation,
Finger-exertion only, with passive hand and selfsupported arm
(b) Second Species of Touck-formation, Hand and finger exertions,
combined with the self-supported aem; (c) Third Species of Touch-
formation, Asm-weight employed fn conjunction with the exer-
tions of the finger and haad.

33): Arm-weight, wheaever it i employed,! must be ob-
tained by releasing or refaxing the arm-supporting muscles. The
whole arm from the shoulder must thus be relaxed, to the extent
required by the keys and we must guard against endeavouring
to obtain the required weight from the Fore-arm only.

34) : The slight but confinwous release of Arm-weight which

induces the second (or slightly heavier) form of the Resting—
and which forms the basis of all natural Tenuti and Legati, is
identical with the act of tone-production at its very soffest.
To obtain this effect, we mast release arm-weight upon the key,
until the latter’s resistance s just overcome. The consequent
sinking down of the key feels more like a passive process than
like an active one.

35) : Arm-weight, when applied as an “ Added-impetus,”
must cease to operate against the key the very moment that
sound is reached. This cessation must be wrought by accurately
timing the hand-and-finger exertions against the key, And it
is in response to the consequent disappearance of support at the
Wiist that the arm-supporting muscles must be automatically
called into action.

36) + Natural Legato arises, when we transfer the second
form of the “Resting” from finger to finger. The result &5
ppp: unless we meaawhile add force io- some form during key-
depressions—i.e. ; unless we also employ the Added-impetus in
one of its numberless forms.

2 Both in its forms of * Added-impetus’” and of * Resting.”
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37) : Such transfer of the Resting-weight must afso occur
antomaticalty—L.e. ¢ in response to the cessation of the fast finger’s
supporting action upon the key; this being timed to occur at the
moment the next finger’s key is desired to commence its descent.

38) : For the Staccato-form of the “Resting,” the weight of
the hand is found sufficient, and this i not ponderous encugh
to prevent the requited rebound of the key.

39): We must remember that the % Added-impetus” is quite
as short-fived in Tenuto and Legato as it fs in Staccatissimo.

40) : The fore-arm Rofafion-element is extremely important.
To it we owe our possibilities of Evenness of Touch, and also the
power to render notes prominent at either side of the hand. The
adjustments in question must therefore be constant, although
for the most part invisible.

This adjustment, when it is allowed to become visible as an
actual tilting of the hand, is termed Rofation-fouch-

41) : Lateral freedom of the Wrist and Hand is imperative.
Free horizontal movements of the hand are also required to pro-
mote evenness, whea turning over the thumb and turning under
the fingers.

42) 1 “Wrist-freedom,” which is so much desired by everyone,
must hence be insisted upon in all these three aspects—the ver-
tical, rotary and horizontal. We can insure such freedom by
m:i:tmg on feeling Yertical over each key, before commencing to

43) Subsidiary points ase:—freedom in the horizontal move-
ments of the fore-arm itself, and of the fingers, and of the upper-
arm, when bringing the finger-tips over their respective keys.

44); Three Moscolar Tests ace essential, so
that we may insure our fulfilling the required Mus-
cular Conditions. ‘These tests, which should be
practised every day before anything else, are as follows:

45): Test No.l.: —A slight up-and-down swaying of the

*+ Explanations of §3 44 to 47, found in Chapter XVIIL, page 204.

‘Muscalar
Testing.
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Wrist-joint, while the finger-tips remain Iying on their keys;
also a rolling and un-rolling of the fingers themselves, while they
support a certain proportion of the weight of the hand on the
keys. Designed to insure the elimination of all confrary exer-
tions from those required from the finger and the hand.

46) : Test No. II.:—A drop of the Wrist-joint, occurring in
response to the accurately-timed cessation of the finger-and-haad
exertion, at the moment of sound-emission; thus permitting the
keys to rebound while the Wrist falls past them. Desigaed to
secure accuracy in “aiming” the act of Tone-production. This
should be practised in four ways: Staccato, pp and ff; Legato,
ppand ff.

47) : Test No. ITT:—The performance of a short, light run,
ending in a rebound of the arm off the keys with the last note;
practised (a} with the whole arm thus rebounding, and (b) with
the fore-arm alone thus rebounding ; and practised both with a
vigorous bounding-off and with a gentle floating-off of the arm.
Designed to insure the elimination of Down-arm-force from the
required down-exertions of the finger and the hand.

The Three Spe-  48) 1 All three species can be applied as “Added-
cles of Touch- impetus” both during Legato and during Staccato.
formation!  49); The First Species can only be applied through
finger-mobemeni—* finger-touch? It enables us to provide the
highest degrees of Agility, but it offers us only slight possibil-
ities of Tone-contrast.

50) + The Second Spectes can be applied both as Finger-touch
and as Hand-touch—* Wrist-touch.” It enables us to provide
greater contrasts in tone-gwanfify than the first species, but
agility-power is here more sestricted.

51): The Third Species can be applied in all three forms of
Movement; ¥/z.: as Finger-touch, Hand-touch, and as Arm-
touch. This species permits s to attain not only the fullest con~
trasts fn Tone-quantity, but also those of Tone-gualify.

1 Explanation of §§ 48 to 52, found in Chepter XIX., page 214
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Agility is however still more limited, owing to the rapid alter-
nations of arm-release and re-support here required.

52): We must bear in mind the particelar scope (the possi-
Bilities and limitations) of these Three Species, when we (con-
sciously or tously} choose the h-formation for each
patticular passage; we may otherwise fail to employ the most
appropriate form.

53): B iom and Classification are possible,
and Classifica- if we recall the main facts of Touch-construction.
tion of We thus find there are some 42 distinct kinds of
Touckes!  feoy attack, as follows:

54): Finger-staccato, eight hinds s—for we can employ either
the Ist Species of touch-formation, or the 2nd, or the 3rd, and
the latter in either of its two aspects (either as Weight-touch or
as Muscular-touch), and we can employ these four either as
Clinging or as Thrusting-fouch.

55): Finger-legato, fen kinds :—for we have the same options
as in Finger-Staccato, and have in addition the option of using
the Resting unaided (ppp Ten., or Leg.) cither under the Bent or
Flat finger conditions.

56) Hand (avrist) staccato, six kinds :—in the form either of
2nd Species, or 3rd Species under its two aspects, and these again
either as Clinging or Thrusting-touch.

57): Hand (arist) fenuto, eight kinds r—the same options as
in Hand-staccato, and in addition, the Bent and Flat finger forms
of the un-aided Resting.

58): Arm-staccato, four kinds :—3td Species either in its mus-
cularly-initiated or weight-initfated form, and these taken either
Bent or Flat.

59): Arm-tenuto, six kinds :—the same alternatives as with
Arm-staccato, but with the additional ones obtained wnder the
wnaided Resting, with either thrustiag or clinging key-attack,

60): From the Artist’s and Colousist’s point of view, Classifi-

+ Explanation of §§ 58 to 80, found in Chapter XX., page 238.
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cation is as foll h and Muscular-touch; these
unduFIalmBepdaﬂﬂudu these all under any of the Three
Species of Touch-formation; these again under the two alterna-
tives of Resting, with their Staccato or Legato sesult; and finally
all these undes the aspect of mobement—either Arm, or Hand, or
Finger-touch,




APPENDIX TO PART I

OUCH” AND MONG-METHOD FALLACIES

THE “ FOUNDATION.

Nore lo § 30, Obapior XTI, Soclog how great fs the muliplicey
of m\imsl]y oot Touoh heods vallsiis ab. St e caiaot fad any
Sy etk Ariokomho ot complled o el sl of the msaas of consiazs
continst these different touch-methods afford, o enable him to communicate
his Musionl-feeling to us; seeizg all this, we ase inevitably driven o the con:
clusion, that without this element of * GOLOGRING ” there can be nothing
wonihy'thename of ianofoxte-layIng,salteady Inssied upon n tho Preface
52 5o many of these avaludle touches ars of equal imporiance,
i also follows that 1t must be . grose fallacy o any *Loundat
fouch?  For who wl wndertake to decide Ebeen ooty tosdacs or
uctes—lich mportant ? Or between those touch-
e give us lu ne-kinds, and those touch-methods that, en.
et ad o dosnies of &gy
To supposs that there can be It one “ correct” method of touch, or one
 foonduion-touch,” o whick al othrs aro subsersient or foloa ated orna.
mental appendages, s as Foolil as g supposo that therd Is but one correct
form of using ihe Toioe 1o Bpcech or Song or i 656 cologt 16 pit with !
Totechs e e Incongelrable hovw o i ¥ can have arisen, in
of the detual dolugs of tke et Artists
& fact is, there should be nothing in Pianoforte plaving akin to the black
and hite element in the art of delineation. In Piaoforte playing, zhere is
no “drawing 10 be learot first, and then pain on the_ contriry, at the
Blanotors e e siays b learning o Eipaint» and Tearning to palnt btc
tererery g

r, teacliers and students ate lisble to make this mistal
bave nof realised thet our powers of - Bxpression. almost entirely dapend on
aaridyin Towlmeihod. Otherwise it lhey bappen sfter many o

discover some mode of produsiag tone, of sgilis that proves

succes will most probatly cause fhem 9 fo R, ches s dise
covary forms the Dush, o ween sols posib form of corect touéh |
ach, led 2way by the effectivencss of thelr discovery, often go the same

lengﬂ:s 45 do the faddisis meationed n Appendix to Part 1.— On Key-strik-
5" Like these, they 4o 1ot hesliate to close their cars and minds to all ont-
18 fmpressions Whioh e ontrery . e ouss fhey expet; ua they hence
fail 0 percetv that the Teally great actist does not exibit any one * method ”
of production, but that he on the contrary eoploys all kinds of tone-produc-
tion—kaleidoscopic fn the constant though sulitls variety of thelr contrasts,
¢ upon fax more debatable—and difiealé—ground, when the ques-
tion arises, in what order should we sequire these inoumezable forms of pro-
Suction open to us? Por it Is obvious We can only learn one kind of touck ot
28
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& lime, athough we may at onc gracp the geneml principles that nnderlie
all Totch-acquisition,

Here again we mast beware of Method-m:
Edueationsl systems zm panterig to Satommiiciy, eainess a0d Joot of
initiative on
B the e O & Ly 3 oos couran cn Sets © ho beser jor he s
dent—a xed course of atudy resemtles the sysiem i
boots 1, Notone person i s Lundrad can thus b properly fied | Rigid
methods are 4l very well for the rough 220 reay edncaton. required o fha
driflzoom of a bafracks, but they siould u-nrsd{y have 0o place in any edu-
cational system that parposes to aything fa connection w!

i only good sysens is tht el ahapis e o oF raching o the

and every particnlar pupil. All have eventuall

e things ; but the order, aud the ways employed, must depen

alingst eatirely o indiatiusl neode

s in the main from lack of Imagination and lack of
Disosnrniazion.” 5 herefore ho AcquiSiHon of Ghcrmisioey power
‘which we must insist upoo_in GonDection with our present subject. As
vegerds Touch, we must for instence insist on discrimination between the
proper #ad the tmproper way of wsking key-costact with s futlaae corok
Tary, the idea that sound cau ouly be made by means of Key-movement. Dis-
criination between the o families of Weight-iouch shd Masealar-iouch
should lso at once be made clear, just 5 should be the two bsolutely oppo-

.
5
é'

e wit
‘But more about this anov. Vide § 28, Chapter XIX. ; § 18, Chapter XX,
and concluding chapter of Part I'V. .

EXAGGERATED FINGERLIFTING

® IL—or §10, Chupter KIV.  Some wachers hate atually made
e nbrare v ke o that

quiske tho pustage” 1 This {allacy has arsen from n purinlspprebunsion of
the xeal faots of Tou he cxperionc, that badly aimed Tone-pro-

_wmm in correct Agility-
hegen. Hary povotun ot A fnct Tt the ey must mperaiivly be
left frée the moment ench tone-making Is completed (with ita Gonseqien
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esilfens rebounging of the keys with the fngers) bas therefore obviously mis
Jod tho aforesaid iy ressoners o imagin (it the ingers

avay from the & ¥ this tsnny action (that of llmrply
pulling the ﬁugem o e ueh acemsatyo a0 some_&oslogy to
Eorrecs condicon, tat 1 such touol the Xeys and fingers shouid be folt to
rebound. Tuis bardly necessory to repeat, that in such pulling-up action of
the fngers, we should in the first Place Lumper ourselves with an extra and

unnece
almost impossiple 10 time accurstely—_go tht it Giglt cofuide with the
necessary cessation of e operation of driving the key down. or e mus
Femenee, T 1 cormect wouch, all wo Tave 10 do, 5 o sim the culmimiion
and cessation of the key-speeding act. In 4 word, we must see that all our
key-moving operations form 4 eliatply defined aint fo the sound-beginning, avd
not = merely indefinite ui-located iMpalse against the key—with some added
Fallacies in the way of up-pulied Bagers.

THE PROVINCE OF AUTOMATICITY

Nors XIIL—To§ &, Clspter V. We shall now be a3 better position
to perceive bow the function of Autematicity can help us in Technigue.

the Tatroduciory Pert i was urged, hat Execytion 1t be a5 * naural (ée.,
o3 semaniomalio ge & fantlas lxngnngs, pefeze 1 can become 32 mplement
for really artisil playing. Fluent use o gusge remaigs fmporsble so
Torg e havs & Somiiter the promuseintion of ths fultoieal sords ) ang
ho nocessary combinailons of musoular effort aud, xelazation must therefore be
sutomatically or semi-wutomatically prompted. If, however, we are anxious
o ‘meaning? and subtle shades of feeling, or wish to De as intel-

50 e 0o os & Tul i solloquial speect. In speaking by
‘Plagotorte. keys, i seme ding applies. For, although ve
cannot play fluently until the muscular-defadls of Tone-production can
provided practically in automatic response to the mere wish for a particular
tone-colour, yet the general ciotce (and even production) of a particular kind
oftecinigut must uot becoms compltely automatic, i our performancs i 1ot
to degenerate into mere automaticity, in the place of really liviog, *felt”
Musig playing. Ttis hero st the true congeprions of Touch can greatly help

sesing 10, fot instance, that o choose the correct Kind of Te
and Added Tiopetas, Jre gain’ mastery over our muscles and force them 1o
express our musieal

etore we can teach fhis ulimate stage of facilty in execution—when_th
diciates of our musical fecling directly prompt muscular-action, we mus first,
Jiowaver, be cout ?
cause gach different ind of key-doscent.  These details wo st progeed to
$5ady o the followin i  learn by Analysis, whet are
tho consiiuenis of mnscularu!lmde (or Comiman) hat ill {,4 each par.

el fone et we o then, by Byt tach onrelves (and .nhm)
e requiea msooma periods,  HLving his sequieed 4 o pro-
vide correct Key-treatment consciously, we must proceed, by ennsuznﬂy wing
our Ear, to form a strong bond of mental aseociation between these

ula-acrions (a0d sendaions) sad Lhe xelaied Sound-offecis unti e

the mete wish fo & particulr Sou ngs wutomatic response from the
smuscles concerned. It s then et o ronieious mtention e S Bestags
a0d  Ataaing,”ete., will sutice.
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ON ARM.WEIGHT

Note XIV.—To § 3, Chapter XVIL The enormous advantage mr\ling
from th s of the rolebsid Weight of the L pper-atm and. Shodldor, 1o Hlac
of mere brute arm-force, is 30 patent to anyone who has heard the. mﬁmmy
superior tonal-result, that no further commendatory words are hert ‘Tequired.
The true explanation o the beneft of Weight-use, is bowever by n0 means
0 simple as might be assumed. The explanation is not, for Chstange, that
reater the weizhi used, the quicker fis descent, For o weight tends o o
ftage towards the centre of the earch with the same Speed, 1o matter whetl
it i3 an onnce or 8 ton that is in question
The trus cxplacaion s, that presenceof wsight Behind the iger and hand,
enables these to act mare effectively againat the kea' than without this Basis.
Foriasianc, if o use thosupporicd arn_—suppocied eltiolly by xt.5 R
the only resistance which the finger and hand then have behind them,
Inertia of the arm, and the ‘motment, this is overcome, the arm will cnm mence
o give sy o ards. Or we shal have even & weaker Basis, if, we **liold
H.\e arm rigidly. We may, on the contrary, release the arm at (!.\e ‘moment
the finger and band commence ta m agsinsl the key, and we shall then
Bave e £l bened of tha weighi asn b e bate learnt that we can
promote the oper f this Basis enher () bv lllnwm the arm-lapse to occur
in Tesp gehsm‘l -hand's recoil experieaced at the wrist, or (b) by
e emlape tsel 10 aitiate s toge, In whioh case,the finger-and-
‘hand aciivity must occur in response to suck lepse ; and since this latter com-
Dination will (owing to its elasticity) come to bear 1 np\)n the key in growing
easure during its descent, we shall thus have the fullest benefit that can
be derived from weight and m\uculn—nmmn. Meanwhile the fact remans,
that the greater the weight we thus have at our disposal to release againsi
the key, the fuller and Jarger can be the e tone, | This onco again seems to
re<atoresthe hypothesiy that wo do aakrelly o conirol ove the hummer
until the moment that String-deflection is complete ; and zh t !t is there-
{omu!.\lluym suppnszthuh the hopper does (in actual tone-prod: ) scape
o hammer aptually Teaches the g | For lthough 1 1s rué that &
w:wht (excepung fm friction) falls with the same speed, be it an ounce or
TeFACT produced respectively by an ouncé and a ton, differs

sily 1
As regards the actual weight of the arm, only half of it is available as free
‘reightat tho Soger Up, since LS the elght e necessrly supported at the
shoulder, unless the shoulder itself s also released at the moment of key
Simmmntehon 76 wbels WOt of the arim ey betome aystanie, BApery
Tmeats that wero made on & nymber of male aad fomrls sublets, showed the
eftective average weight of the arm to vary between 3 3ad 5 the case
of males, while W female e proved Tighter on an average. e e of
‘males, ad average diferance was alsa observed of about four ounces in favour
of thd ight ard over th loft om,  Whil i one case that of  exception-
ally musoular woman, the effect ched 7lbs.  For the valu-
able experiments mads in. this Sonaemisn n the dl.!secll g oom, and on st
jests under chloroform, 1 should ko 1o expres s to Dr.
Bevic Eaphuen, oo Dr. Charles Keaoedy, of Biiaburgh.
* Fide Avpendio, Port IT, Note LE., page 3




268 APPENDIX TO PART T

BEXT VERSCS FLAT FINGER-ATTITUDE

Nors XV.—To § 13, Cbapier XVIL A fow adsitional words on this
abioot oo ettt o s ound fhai e Aok Snges i 1 fen

foro e tends (nbougl but ¢Sl o dht forvaeds upor the key. Or
op, that 3 s (pe um s Condition that in both cases causes the
isoctuiEividvil
e formard und backard foroes il moveorer in both kinds of toucl
‘method be felé ut the Wist 4 & contlict between Kxpcgsz and ELBoW, for
150 forces should eliost entirely balance o1 th Wris ot g m dir
tio of the sum-total of force or the Wrist e vertical,
s tshould alsobe f he key self, oxcepting tlat shgh!eit. o slight lesdencies
elther to thrass or o cling, ulready al
Fhe Chngiugionch aiinde bmes cesp, 1€ we taccareto reais, that
zhe  Urperarm, on i3 being released, would it T Biar and FIngdt to
~board, were it not for the sction of the cling.
fe ﬁnﬁer e T o Chmai, upBors e womwelght o the Writforss
ttroug the ban {—from undernestl

is poln o be Hirted by taking an open ook, snd hodiag it by its
outsie b whml The Spposte chae resh on e Berpeats,

N—

{The beck ofthe book s conssguently ot o beirectly supported, and it il
sorve to represent (e Elbow. - Now. ly to Supportthe
Tk, ¢ WAL tont 15 drap. 5 side o 10 Rae and o g (or close) fn so

cing, | The similis iendency of the upperaYa ip-away from
the Eey-board, may indeed o defined as the jmmediate cause of the fingers
einelng kel linging witude during » sympsthate” o,
be Uetier 1o 19 ralise those contrusis n muscal
we cal to e found o

anelogies, which, aitbough ey for good warkiag once, nwmﬁ T sug-
gestiveness, musi not a5 beng exaet, physiologically. e
s the gt Snger anitnde, or hruEag {ONCh, 15 £OMORIAt salogous

10 tle action of the 1E6, when used in the ci of rising from & chair

sepping upstais, or in epressing cho cycle-pedpl. - From p moro o 1ess com

pnsllmn. e log hero somewbat unfolds in the act of propulsion. The

of the %o that of the

thigh. e seme nmnudu o e tos o emp!oyad i ringing io upon the
tring, 1n fact the peculiar action here required, ven a. nicl

e o the sl o s aEekmed o SN o5 28 1 T o S0 O
that the tendon from this  fddlor's.mnsele” 1s comnected with the under.side
of the uclle-plulanx, and then pusses i the upper partion ofthe front two

Phalinges . the miuscle HRIE (e 16 wach TngerIeing suirdy i the

s msclo thus belps to cause tie descest of he Knickle.philanz, whils it
at the same time asists the front two phalkoges 1o what Is really & Féving 0.
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6 descendin, and the nail-phalanx is
s, .\mm ORI SphE oF o Jerpent o sant oF the Bt oF the

)InLﬁnger action, or clingiug tonch, is on the other hand anslogons to
the action of the AR, when, e§wnded before us, we employ i to assist us 1o

oty w55 S aine: 5 when moemne i Hom s e
Gf el experienced when e pa from o 10 the other mode of oz exorton.
a0 we experience  stmlax sesse of frosmess ot ihe Pitnoforte, whep. aft

otised  rllant ™ passages, we pass to sipging pRssagss, of vme
B, owing to the clinge Tnvotved from * peat

%% can o gxpertmestally suggest thly confrast in Singersetion, it when
scated upon u chair, we drst extend our legs fully it us, and try to
Tioe by el bl a0 thee en elasts et ahensh, oF ebukse
We_cannot really raise ourseles in this case : #nd then contrast thie flat.
atitude,” by placing our feet almost under our el and rising in s ca

i mannei, ik uy bending of i lef in ihis nstance amiratly
serving to sugest (afibough with some exsggeration) tue acticn of the finger
sgainst the Key, in the  bent” o thrasting: aititude.

IN-CORRECT VERSUS CORRECT FINGER-TECHNIQUE
The Contrast eboten the Now-individualised and the ndividuatived Finger.

Nome XYLTo 8 tand 18, Ghapier XVIT, The dstncton her fn ques
ion, is the one between (a) “!lflck‘lneu" af finger, with its un-rhythmical

Gefinite passages—with every noto p ecﬂ?' lsced” and evenly sounded,
"The potat ihat should be entorced, i, that o {au can ususlly be. traced
e employment of defective museular-conditions, which in thelr turn render

it impossible for the sufferer wiITully f0 Girect By Ggers fo quick passiges,

‘e muscular faolt in such cases is the one 5o often here alluded to and

condemned,—the use of continuous Arm-pressure beh . Iiis, e
must remember, the atural fault 1o make: ‘make the key
‘efore us move down,—what more natural, than that weshould try to induce
this by usiag the musclos of the back, with down-pressure of the an

It we wi ross down anything in the ordinary course of our existence,
we should certainly set thus, a3 0. Abtie Piano the tempiation 10
act likewise is comimensurately o cast e resisted.  Thi

at, o
tendncy xanst ndesd be sbolutely minated. 1 we wish to Succsed in play-
passages with ease, aud wish fo svoid liability o a sadden and come
pleie collapse o our Tedm;qua, when_the moment of stress arrives,
od 2 oernise adminble porformer, suddeoly lose oif clean-
Scss 1o Tncngy of nget | AD unduly feled or o¥ar oned bammer fo per-
Rp presented for 1is ose,sait being thas prevent ing what & cons
orala Gegres of Toroe he s alveaty APIFing o The Eeys, be endenvours to
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apply more,—uud Lo will then be tempted to transgress the laws of fnger-
e mique, and wlil permit himself to apply thet fatal thing, Arm-pressure,
o ons i laws of Agility have been fixed futo secure habit of mind and

1he ensues wpon iho key-beds, and the performer leaves the insirument with
repirtion sireaming from i, aad feeling us f he hed suffered under the
Taaubus of 3 aighn
e o og all fuulis 1o, be gaarded agsinst is thereforo: a coptinuous
dowwards upon the fingers by the arn ;
s Q- renders the haod s hopless 13 ST wre.n boof, with fve rongs

itaghed, insient of Sogors. L such presure Js coniauous, and ol all sever
iv ahsn\nul stops all movement across the key-board.  To Lelp ove 10
asoid i Toult, o ShoniE commgy it delibermiy, oing 0 in, saule or

pe {is senstion of sickipess may be sividly oxperiepoed, sad

SoRE 113 wnfatii resul, (be complete breakdow of el techoique may
this onsinuous area-pressure, fs the qecasionally at-
tempied coreection of It Mauny o musiolan, wiih even wedioere rensoning
poer, will oo eamn o avofd the o  ingers just

e
e bebhud M. higory whes, o wishia 10 e o ﬁngm‘pa;snges,
Provided he aur carefully ceases sk foroe the momes that tone is reached

i many 4 players techniqne neser advances heyond
sincs it enables bim {0 * got slong ™ somchow, and even &t consid-

mogent,

o mast neiher be conthwcusly ressed dowa upon the fingers,

sty ot Ber aibed " dow o hem fox sacl: indivkdual note, Thero must
DS of s, T sy s vbataoe
Tl Torm o wiohniaus that Wil permit of the attoinment of real

Agility, a0 gt 5o forms 1 both of whidh the trm, 15 simost or entirely
S poKied o the ey by its own muacles—the first and e second Species of
Touch-formation ;and, eitherfa conjaaction it thee, of naited e Welgm-
of Resting.— Vide Chapter X1

e msetion 1 bebores s 10 Tememver, that, fhe Wikt Toins st
over semn abwoiuiely fro aud fexible —in proper touchthere should never be
suffent down:pressie upon i, io prevent i eiog so. In the st two species
o Reahniaue (vhere the Snger and hand lone act aguinst the ey, ik the
arm semains sl aupported) the Wriatjfnt is indeed fn  condiion’ o clstie
Hiat it 19 almost on the polat of belng drivon off the keys by the rapidiy recur.

a Beiston dos 0ot Yoveres leut and, wn-necosasry muscalapwork at
R W R -oplnn:‘nyl"mﬂnczd. e hl(h!rltrnng.qncrwu ot
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o vanish before they Saducs tho siighiest fipeding action egolnst the key-

i fact oftensuggent. he correcs museolyrattitude ore required, by
shaply inslsting upon tho WristJoiat Yemaining absoluiely froe—

, o3 just described, owiug 1o Uhe npward.recall piseed
e SR emniion. ., that
ll action it ly:m seein 10 end either ot the Knuckle, or i the Wrist.cod of

he knuckle and wrist,—~&nd such action being individual
FETehth SSund, and 55  shortlved g5 e shortest Staccatlsims alway proves
the act of tone-production to be ix its Dature.

CERTAIN EXCFPTIONAL FORMS OF STACCATO AND LEGATO,
AND THE SLIGHTLY HEAVIER RESTING THUS
TRANSMISSIBLE

Nons XVIL-For Noieto §25, Chapter XVIL page 188 Siighily more
Weikht tima 1 been deseribed nnder the 1o fordhs of the Resting. can wndes

‘withons barm, provided the speed of the passage is considerable, and yet does
Rot exceed . Gerain imit; and provided moreover,tha o md]vldlm Sngers
are used with sufficient vigour in forming the short Jived ** Adde

agas tho Keys:—for the exceptionall igorous omenteny. st of e
ngers, wil in hiscaso prevend such ad eight from atwally reach

"The procass Is analogous 10 the setlon of e logs o runming -
(urm iis Gase aoe oy e Kept fosiing of the groun by the repid succession
oF Jumpalike gots delivared aguinst & by the Jego—a fact that cuns easly bo

demonstrated by Snap-shot camera.
In such exceptional touches, we can therefore em%lay o gty increased
eiabt (or siight handpressurd, es tho caso may me by dhe e
fingers, and as it were kept foating (away from the Fevoneds) by oo stoseserd
sharp, individuﬁlly—limed (aud ceased) exertions of the fingers. The weight
(o5, pressure) must bowerer never bo grester then the figers can thus keep i

“ Bonting” conditon, by the 1epid sugcesion of thelr momentary  Kioks”
or tmpects agatnst the keg-bedss - Provided the Welght thus chrried does
ot exceed a soor. discovered limit, we thus obtain & runsing form of the
“ick-ol” Stascato, sresdy dosci ibed ; this is suitsbls for certain bright,

e Staccat
By ' dightly. diferent adjastment of the continuous weight eereus the
brskly stepping fioge, thi ko o techaigue can be ransformed oo softer
, or even inio & Legatissimo, much s we often meet with in
Burtave.
e orirn weight shus eontimoudy eoxied, might prefeably in s
case bo provided by a slight, continuois actioity of and
Tather than by suy extra st relenw Wi oo e contiacons zrebere,

* Itave, o i conaostion genive, atuly (0 oo the ent o e
tendons thit. o e o am L et the iou " of thise
e ok, ol Tore b cAsly Tou gt Jrombaraon i e

gl teod s laloThest sod il s speciedy
T Pide Sote VL. { capociait e taet 1o $a90;
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thus produced by the havd and fagers, levers arm-welght continuously on to
i, and the welght i divs more direetly and momentarily
‘modifiable, and more elastic, thun would be the case did We relax the atm
sufiicently to obiain the ull amount of weight necessary to induce the effect
of Super-legato, for {nstance. This gentle, added Hpd pressure is therefore
particulirly suitable to induce the ovor-lupping of the sounds required in the
super-legaio inflections of Légato. We here buve the “artifcial " legato,
slready seveml times refecred 10. o distinguish thia from the matura),
, it migh be termed &
1? ‘o passage should bowerer be altempmd m &m form of technique unless
the epeed is ample o admit of such “ preshure Leiog kopt in he fowing
tate, Geseribe, otberwiss stokiaes i bound t encu, - Tog cumbrousaes of

séages of BERTHOVEN do unmistakably demand just this very
!umment It fallqu Tt horo me lso 10 the Hut of Speed defined for us

‘ayou cannot beperformcd \c wo would fulfl the com:
posers obvlm\s mkuxﬁons as to Tone, The first part of the Rondo from the
e aldion™ 1o s 1 poims, H lamentably ofien s siempied o1 .

+ (han it is

omy
ion® eftber n fis normed (Welgh) legato
s ot 1 oHIBCIl (Breme) ogato S e comiasmat e phen
[ eta) ‘melody-passages SELNMED through with Jirst Touch-species,
with its thin passionless tong;—s0 thas the performer may forsooth have the
opportunity, of making his audlence gepe at Lis suppgsed wonderful Achieve-
‘mept in racing across the keys * st incredible speed 7

Eaowledge of the Components of the varions tovicl-kinds, ad ths respec-
tive Speed and Tone posaibilfsof the Lisve spacies of Tormation, will tiere
fore often sseist us in detrmining even the Tempo of 2 piec
Bronaoven: for iasance, arel, f even, emiploys s rst Spacies:
he ‘probably never discovered that trick of modern extreme Agilit;

indeed,
pssage
ouct | He mosly requites seamd Specioy and often ths dhird, with its
Ealakof Tol oned, but ancpasasiely tow Spest-pover
Besides the possibility of thus produciog Lr,gulmmmo mﬁec tions by slight
‘Hand-pressures, we xney also i similar manner produce sucl: infiections by
slight preseures, sufbciently continued, but derfred from. ihe fingers slons,
heaided. fnger-pressures, are e ones most suitable for the egatismo
nfections of Hght Tuasing pessages.
Lt ramols i s Zort, ote & page e
$ 7l Gl S, WG o
aier F7LL o Ohapthr 1.
Vi, s he B o VIS o Sepgiomen " o A4 Legao.




PART IV,

Ox Posrron.

CHAPTER XXIL
PREAMELE :
Syvorsrs oF THE My Asprors oF Posrrro.

§ 1. Correcr PostTion of limb and body, in nearly all its
details, will arise as a necessary consequence, if we adopt the
correct muscular Actions and Inactions required in playing.

Readers who have even slightly grasped the truths treated
of in the preceding chapters, hardly require to have it pointed
out, how deplorablohas been the mistake committed by nearly
all teachers until recently, in attaching such vastly exagger-
ated importance o the subject of “ POSITION,” as to ceuse them
t0 place implicit relisnce on what has proved a veritable quick-
sand. Many indeed going so far a8 o make it into an abso-
lute fetish.!

Now although it must be granted, that we cannot play cor-
rectly (that is af our casiest) unless the chosen positions are
also corract—unless they are the most convenient ones, yeb it
does not in the least follow, that the adoption of * correct”
Position, at est, and during the necessary movements, will in
the least ensure our employing those particular musoular-abti-
tudes (or conditions of Activity and In-activity) which alone
ensble us to fulfil the requirements of the Key for each partic-
ular variety of tone?

lVZdev Appendiz to this Part, Note XVIIT :—The fallacy of ‘Position®

worship,”
*Vade, for instance: § 13 of Chap. XV, page 152.
o
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Bad Position and incorrect Movement no doubt form valu-
able warnings, since they form visible signs that totally ineffi-
clent museular conditions ave being employed, or that the de-
sirable ones are being employed not at their easiest. Correct
position, on the otber band, nnfortunately does not form any
guarantes that the very Is of Tech-
nique ave correct,—since it forms no relisble indication either
that the museular-conditions are correct, or that the mechan-
ical-requirements of the key are being fulflled.

4 is necessary to insist on this point, since a degree of
importance has been genorally attached to Position thab is
absurdly ot of all proportion to its real significance. The
fallacy has been, to perceive in Position the oavse of good
technique ; whereas We must now recognise it in its true as-
pect—and Iet it arise, mostly, s a RESULT of the correct muscu-
lar and mechanical conditions being fulfilled at their easiest.

§ 2. The subject of Position includes the normal positions
of the body and limbs when seated before the key-bosrd, with
the hands at rest upon the keys, and it also includes the posi-
tions that have to be assumed during the execution of the
various movements that accompany the individual acts of
tone-production, snd that precede such.  As the subject
thus natarally divides into two sections, it will be best to con-
sider its details also in & measure separately.

§8. Since our rule must be, to adopt the positions and
movements that enable us most easily to fulfil the required
museular-conditions, it also follows that ot only are slight

3 Often indeed do we find the unswary hoping o attain good Technique by
watching ad imitating the wisible_effécts exhibited by great players, whilo
hey a1 ot n the e, dseouraged by Sndiag no ameliortion of their Tect-
nique as a result of such mimicry, Such seem to fancy that Playing depends
on'the 0ok of It, aad 2ot on the sound of i)

_ This does not sigaiy that we aould wnder-stimato the advantage of hewr-
ing a good performance. _On the contrary, i may prove iovalusble, if we will

but use our eas hiefy, fnstond of our ey, plustealy, ¢ sy help to
e our enthusiasm, wod echaicaly i may ais greaily ; the example
of beauty of tone, o varisiy 1 al i sutilest gndalmm the evident ease with

which ail s ccompliched, may, i we are earaest. seeker; for musioul-success,
cxperithent wuil] we fad owrsclecs dso capabio of Gvainiag AL
T onanl oot From o omens
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variations of position from the mesn allowsble, but that
they are often an sbsolute necessity. For there sre no
two players whose bodily conformation is sbsolutely identical,
whereas the Pianoforte remains an “unchanging quantity” as
rogards the size of the keys it presents to the player.
Every detail as to the actual or relative size of the finger, hand,
fore-arm, and especially of the upper-arm, and of the body
itself from the hips upwards, must therofore influence our ulti-
mate choice of easy posture,  While there must thus be
slight divergences io Position in some directions, thers are
ofthers however, in which thers can hardly be any variation
without seriously militating against the mechanical efficiency
of the concerned limbs

§ 4. Here wo consequently come to some really important
facts relative to Position. But even here, we shall not choose
wrongly if we plainly bear in mind those necessities of mus-
cular-action and inaction we have learnt to recognise during
the preceding chapters. These points of greatest importance
are thre in number, for unless these are attended to, we shall
find it impossible to provide certain of these much desired
museular-conditions at their easiest.

§ 5. First and foremost amongst these, is the one relating
to position of the shoulder relatively fo- the keys, a position
depending upon the relative length of the fore-arm and up-
per-arm.  The law being, that the shoulder must be suffi
ciently removed from the keys to enable the arm to be unbent
almost into an obtuse angle, so that we can conveniently reach
all portions of the key-board, and more importsnt stll, so that
we can when required, allow tho weight of the upper-arm to
take effect upon the keys by mere lspse in ite support;—an
operstion that becomes impossible if we sit too close to the
key-board.

§6. The next'point is, when we employ “bentfinger”
touch—brilliant or thrusting touch, and are playing the finger
for this purpose from s distance, that the finger's position
when raised, can then indicste whether or not wo shall Be able
to employ the requisite musoulsr-conditions for this kind of
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touch, For we shall find ourselves unable to provide these,
unless the figer does in a measure unbend towards and with
the key in its descent, and wnless consaquently the finger is
started in a position the more curved the greater its prelimi-
nary elevation.!

For the clinging, or flat-finger touch, we must likewise note
that the fisger must here be the “flstter ” the moro e raiso it
asa $o0 ke ach of b

§ 7. The third puint is, that the hand must be 5o placed in
ite lateral direction relatively to the keys, as to avoid all un-
necessary lateral movements o fer as possible, while executing
with perfect eass those that ave necessary for the convenient
passage of the thumb, etc., and for the negotistion of exfen-
sions. We here find that the hand and fingers remain in &
straight line with the keys dming “fivefinger” positions;
that they remain pointing inwards during scales; that in dou-
ble-nofes pessages they point in the direction in which the pas-
sage is travelling ; and thet in arpegei and in other spread-
out passoges, while the normal position of the hand is the
inward-pointing one (or “wrist ontwards”), additional hori-
zontal movements are required of it to bring the fingers prop-
erly over their notes.

§ 8. Subsidiary dotails will receive further treatment in the
following chapters; but it may meanwhile be pointed out, that
the wristlevel should neither be exsggeratedlylow or high,
but about level with the fore-arm, an over high position being
likely bo canso forward-driving from the shoulder. The knuckle
of the hand must also be held well away from the keys, and
about level with the wristand fore-arm, or very slightly higher,
50 as to give plenty of opportunity for the fingers to bear np-
wards there,—a position which of course is totally at variance
with the “knucklein” fallacy. Our seat st the instru-
ment should also be always in the centre, sufficiently distant
from the instrament, and of such height as to allow the
lower part o the fore-arm to be on & level with the keys ; since

! Vide Fig. 6, page 151.
Vide Fig. 7. page 161
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alower position will render brilliancy more difficult, although
it rather tends to further clinging touches.

§9. The finding of correct notes, has so far been regarded
as one of the aspects of Position. The previous chapters have
nevertheless demonstrsted to us that this ground is also cov-
ered, by simply insisting ou the proper fulfilment of the act
of Resting—in cither of it two forms; for not only does the
act of Resting induce certainty as to Tone (i, cartainty as to
“Expression”) but it also furthers certainty in reaching the

correct keys.
£ wo properly fulil tho act of Resting, we can—end must
reach each key through tion; it fol-

Tows that we must reach each sucoessive key as & progression
laterally from each preceding Rey. We henes veslise and exe-
cute each sequence of notes, as ¢ succession of distances accu-
sately judged from euch preceding key ; and we thus fnd, that
the act of Resting, conscientiously Tulfilled, engenders cer-
tainty in Notes, as well as certainty in Tone-kind and degree.

§10. Understanding then thoronghly, that correct position
is no guarantee whatever that the essential museular-condi-
tions are being satisfactorily promoted, and that the sub-
ject of Position is only important in so far, thet inaccaracy in
this respect does render it more difficult to provide these
corzect conditions, the fact nevertheless remains that the stady
of Position is indsed important, although not so important as
has been popularly supposed, snd certainly not ome of those
“short cuts” o the top of Mount Parnassus, so beloved of the
amateur reasoner.
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CHAPTER XXII
THE DETAILS OF POSITION.

Most of the details of Position have slready been fully
Qealt with in Part ITT, under the aspect of muscular action
and inaction. In addition, it has been pointed out in the last
chapter, that thers are certain of these details of Position that
require careful watching. For the sake of completeness,
however, it is now desirable to go over the whole ground from
its positional aspect. In doing this, we must not forget, that
correct Position should be but the natural resalt of the fulfil
ment of the exect muscular-conditions required by correct
Key-treatment, and thet we must beware of falling into the
error of regarding Position, itself, as the cause of correct
touch.

1. Two distinet positions of the finger, ver-

Finger, P“*“‘““'mmlly are available, corresponding to the differ-
vertical aspe the Thrasti e itad
This distinetion between the comparatively “2enz” and com-
paratively “/fz” finger, should arise directly from the finger’s
duties relatively to the upper-arm;—the position assumed
should ocour as the natural consequence of the Elbow tending
cither to lie forwards, or to bang backwards, thus causing the
finger either to thrust or to cling! But it is important to pay
close attention o the accompanying divergences of position;
since incorreot position, here, may actually prevent our using
our fingers correctly, muscnlarly.—althongh it does not follow
that correct setion will supervene owing to correct position.

§2. These differences in_position sre not so noticosble,
when the finger is depressed, as when it is raisel. Indeed,
the curvature assumed may be almost identical, when the finger

3 See Chapter XVI., § 11. :tc};’pug- 150 : Figs. 6 and 7, page 151 ; Chap-

g ST B e, e 106 T0e'S o, e 153 g 90, page 107;
Fig. 11, page 170; snd Figs. 19 anct 13, o # & 8e
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is depressed, nnless it is a question of obtaining the more ex-
treme offecs of either “ brilliant ” or “ sympathetic” tone-qual-
ities.  Thereas, if we require either of these tone-char-
acters very definitely, then the fingers must assume their full
distinction in curvatute, oven with fully depressed key. These
distinctions nevertheless slways display themselves in a
marked manner when the finger is raised, especially if it is
well-raisad ; and it is here thereforo that we can best study
and wateh finger-position. And it is moreover in the case of
the nail-phelanx and its neighbour, that the distinction in pos-
ture is particulmy noticeable.

§ 3. Is THRUSTING-ATITFTDR (“bent-finger”), the higher the
preliminary raising, the more does the finger tend to bend
upon itself. Conversely, it unbends (or tends to open- out) as
it falls upon tho key, and moves down with the latter.
nail-phalany is hers cmployed in an almost verticdl pum m
which it retains both during the ascent and descent of the
finger.  Unless we do thus staxt with a well-bent finger, i
will be difficult to athain a really brilliant finger-touch.t

In Cronte-srmezeon (*flab fmaex "> on the contmry the

out ing ;
while it either remains stmgm dumg doscent, or tends o
close upon itself.?

LIf we start with a flat finger, we shnll in bringing the finger against the
key, either curve it iowards, and thus cause the clinging effects or, if we try
t0 avoid that, we shall robably jerkc ‘the elbow forsards with sach finger—a
mos reprictle , the fmportance of seelog to it, that Bent

finger touch sk
ek s congiior thece Qitinctions somenwbat further ~—The Hlborw, wh;n

it tends forward, requires the thrusting Suger to support it upon the key. The

Spgees duty (du.rmg key.Sesent) s Rero akin to Ui of & “fying bitirs
{Vide a, Fig. Id) ; resses

Tally assimes its convex posl. Fo. 14,

tion becguse the force exerted

Dy 1t uppands wad bacmunts eguont e kuckle—oy roacton from e
"Tiae backwarielending Elbow, on the contrary, demiaads & lax-1eft
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§4 We notice that the difference between the two finger
attitndes is most shown when the finger is considerably raised
off the keys, and we can thus dotect certain faults by the eye ;
such as that of commencing with the opened-out finger when
“thrusting” or bent-finger fouch is nevertheless intended ; or
the opposite fault, that of “nipping” with the finger, when a
round tone is intended.

The very aovEMENT itself of the finger, in falling towards
the key, can moreover in some messure indicate when certain
faults of action aro committed; the finger, for instance, that
sing in really hitting its key, goes down like a flash, whereas
the finger that is msed with intention—*that meaus to nse

its key,” can usually be actually seon fo begin its descent

upperarm, with s corrcponding dingngaodon ctoe nger o dra regh
pon the key —during descent. It this 0 fingars duty and cond

e Gomparcd to Tt of tby puspension-bridgn ciols ( Fide b, . 74, Tho

int where the cable reaches the tower is here supposed to Topresent the

nucicle of the band. And although the anlogy doss ot Lold good in so fax

e it mppert the towa, nd ali thst o iger never rally

umes so concave & position us the cable, vet the dendency Is towards such

he foger are lere £ dmlml\nr to those we
can imagine the

Comparing e mms of arch e exluhued by ma
finger in these two conirastiag cspy weal

3

Fro. 18, o

T e o CopEg Ioach, oo e Con

trary, the fnger forms wercly el portion of sn immensely larger circle,
aad the srch befug so apach wesker, ths acronses tho flogor's clastciy.

archfor
e T A Ao oo e o e phalsnges are in this case
Teft 50 limp th the fuger complerely I030 i curve, and may indeed almost
““fuside out,” witho
Cosmection 1115 mlzmsl.mq 9 note that CoPI evidently often cm-
tlovel the o folly sympathetic tough,” for e nd eye-wiineses remarking
with astouishment, ihat *' he seemed 2t tiraes 10 play with his fingers perfectly

8 cestof Choplv's and i the possession of tr . W. Henmell—a casy which
L thiols yaust e been takien wich tho band o ke key-board s positon i 0
nataral for the ind of touch most requied in the Masters music. { Vide
B0 00, of hap L5, poge 3953
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towards the key gui ivoly, however well-raised it
may be to start with, and however loud snd quick the passage
may be.

§ 5. In flatfinger touch, the fleshy part of the finger (the
part opposite to the nail) is brought info contact with the key,t
whereas in bentfinger bouch, contact is made by the very tip
close to the nail—the moil ftself however not being permitted
to touch the key

Owing to the clinging nature of the flat finger’s action, the
tendency is also, 4o draw the flesh towards (and even round)
the nail ; whereas the thrusting action of the bent finger not
only precludes this tendency, but would encourage the op-
posite tendenoy (to draw the flesh away from the nail), wers it
not, that an absolutely vertical application should be insisted
upon. (Refer again to Fig. 6, page 151.)

§6 In bent-finger touch, the fingers should all be nearly
equally rounded. In the case of the Afth finger being abnor-
‘mally short, it may however be used in a very slightly straight-
er position. It shonld nevertheless not be used straighter (in
this kind of tonch) than is necessazy to enable us conveniently
to reach the key-board with it and the thumb simultaneously.!

§7. Ample preliminary movement of the finger is healthy,
provided it is not excessive, and does not lead to “hitting,”
and provided there is time for it. Provided also, that such
amplo raising—or “ playing from a distance "—is undertaken
solely for the purpose of attaining freedom during the subse-
quent stepping-npon the key, orkey-attack. We must b par-
ticularly on onr guard, lest we fall into the common error of

3 Flence has arisen the sbsurd faliacy, thet the more sympathetic result of
«fiatfinges * iz owing to this ** more sensitive ” part of the Ainger touching the
Key!

%, The moment the finger 1s muc_ straightened out, it tends to becomo
‘more elastic, although we mey mesnwhile try 1o insist on lis thrusting adtion.
3 Yeuly shoet Gih Bnger is Benc fonad to be » conaiderable Gisadvariage for

ingly obviou € t0 the advantage the finger way then Teceive fn the
form of rotatien-touch. 12
W The straight fifth finger.
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allowing such raising, itsel, to be looked upon as the object
%o be abtained, instead of its being regarded merely as the
accompaniment of free actiont

§8. The difference in atiitude (action) exhib-
ited by the thumb corresponds to those of the
other fingers, although the visible diferences in movement
avo smal

Thus the thumb tends fo unbend in descending towards
the key in thrusting touch, snd it tends fo contract in cling
ing touch. Aud althongh theve is & very morked difference
muscularly, the Tesulting difforence in movement is (and
should be) so slight as almost to bffle the eye.

The thumb should usually form » sufiicient angle upwards
towards the hand ab the wrist, to give it ample freedom of

. even when it has Ily to be used under the

hand® The thumb should thercfore never be allowed to be
Deld contraoted sgainst the hand—held tight against the base

W must always boar o wind, tha I ey aitack f to bo certal fn its
usicol rosults, it must commence withous mich sctual hitting of the

The Thumb.

conselous Tesponse o the elancs oxp erionced from the keys themselves.
xcessiv fgers Stunally impedes their sction.  Nothing
e he more paricious {hsn pullng the fgers up untl they © Kinkc”
The prl-plulun. should, moreover never be pormitad sctually fo point up-
b oven.in iy * datiekt " touches, ‘Tlis plslan may rescl an aimost
Tevei (or nomonm) position, when the <*flat ” finger is raised to its fullest
extent,— Fide Fig. 7, ys151,—butbeyondmch Jevellycanuor i
Gut viatiog (he.subsequent adt of tornmprodction.  And we see moreover,
e Uhis. -phuox ash Temaln Upright 1 - beat finger touches, Dotk
vhea i is aisod and dopresad b t of the fioger, close o he nall here
contiutously pointing towaras the Key— 7He g, ¢
As already auimadverted upon, (poges 181, 133) Tne. c)mnnt o0 strongly
deprecgie that particala e  corner”in Totih-worap, the b
finger” 8o fur trom it beg productice of good results e nd I is s
erally associated with the. ny«n should act as hammers
et e eyt ack e e ags W have Jo Bag by moans of
the kegs beiog quit ot sight ot |
fcarness breeds contempt,” is by many people Teversed into  Far.vess
breads seneruaion” 10 ailer the o1 adage sliglily) and us the doings of tho
departed arc therefore apt to be of Zreater anthority than those of

served by myself and others) “ as & Aie fiugers hardly mov all,” his
mazvellously sot, rapid paseages appoaring merely io glde tlong, absolutely
withot effort—so & ey-surfares was his tecanique at such times.
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of the index finger, as in accompanying Fig. 16. Tt is a fault
that is frequently to be met with, and if cannot be combated
%00 early. More on this point appears under the horizontal
aspect of the fingers. (Vide § 12 of this chapler, and illusira-
tion of correct thumb-position, § 18, page 890.)

§9. The movement of the thumb arises near the wrist-end
of the hand, whereas the movement of the finger arises at the

Fia. 16.—Faulty position of the thumb.

knuckle of the hand. That tho thumb's movement thus dates
further back than that of the fingers, and that its pivot, as it
were, is some inches behind that of the knuckle, is  fact often
not realised, and this leads to o constrained action of the
thumb ; the learner trying o bend it vertically in the middle,
which of course is impossible.
egposition 810 In Fland-touch, the fingers required to
Finger porton s such the keys, should assume their fully de-
(*Wdst”) pressed condition relatively to the hand, before
ch. i the d d of the
hand. In rapid passages of this nature, the new finger (or fin-
gers) should $ake up their position while the hand (and pre-
viously used fingers) are sscending from the last played
notes i—ie., the next required Aingers should be as it were,
“left behind” as the hand rises, so that no movement is re-
quired of the fugers during the subsequent descent of the
hand.t

“This trick of allevwing the new fugers to assume thoir depressed position
yelatively to the hend, during the latter’s ascent, can be ensily acquired, by
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1n passsges of single notes (or of doublenotes, when the
extension is small) it is possible to combine finger and hand
down-movement against the keys ; but in passages of exten-
sion, such as octaves, this is most un-desirable, as it secms to
hamper the freo movement of the hand. Duting the continu-
ance of such passages, the thumb and little finger should re-
main depressed relstively to the hand once they have been
placed in position. The same rules apply to tonch accom-
panied by Arm-movement.

§1L Since there are two kinds of Finger-
arm Attitnde—the Clinging and the Thrasting,
it follows that there must be fwo corresponding kinds of Stac-
cato available. T the case of Fivger-staccato, this dif-

‘Finger-staccato.

Fra. 17 showing movement of tho fingar i fatsinger (o olinging-sonok) Staccato.
ference in musoularaction manifests itself in  slight difference
in the refurn-movement of the finger—a slight difference in the
way the finger rises off the keys. . . . This return move-
ment is continuous with the descent, for the ascent should
commence as @ rebound at the instant that bone is reached.

The consequence is: that in finger-staceato with Thrusting-
attitude, the finger hounces back in the sume line &8 in its de-
soent,—or it may even tend to drive slightly outwards.

Wherens, in the case of the Clinging-attitude, a slight in-
ward pull of the front two phalanges accompanies the rebound
of the finger ; and the finger thus assumes a more rounded po-
sition as it ises, than before its descent. (Vide Fig. 77.3)
practising the following Exercise :—~Execute a free throw-up of the hand (as
in the **Third Dally Tést "~Page 200) and allow the whole of the fingers
simntancously to revsde (o fold) into tie band, sav allow the fingers to
fold,” advisedly, for it iv of no nse dout wil ‘There
must be sbsolute freedom in thair lnldmg zl\us dumg‘me v s preent, and

must be

I Itis a curious fact, that while oer'lun ano “mg'.hod ” hxve msm,ed
upon the exclusive e of the den¢ finger for all Legato passages, they have
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The explanation of the process is as follows: As all three pha-
langes are equally exerted in Clinging-touch—or the knuckle
phalanx more than the othess, it follows, when we suddenly
cease the finger-exertion, that it is more natural to Begin this
cessation (and consequent recoil) with the knuckle phalanz ; snd
the front bwo phalanges consequently still slightly continue
their contraction while the key drives the finger up, and
prompts its knuckle phalanx into an upward action. The ve-
sult is, that the finger is more bent at the end of such move-
ment, than st sterting; the front phalanges giving a slight
fillip inwards somewhat analogous to the similar action of the
horse’s foreleg.  As all wnmecessary movement is always
to be deprecated, the inward swing of the fore-part of the
finger should never be grest—and it is even slightly exagger-
ated in Fig. 17.

Finger § 12. Tooking down upon them from above,
yosition,  the position of the fingers ralatively to the keys
Borizontal  varies with the kind of passage to be performed :
aspect. 4): During Five-finger position : When the pas-

sage is of the five-finger order, with the five fingers (or fewer)
falling on adjacent notes, diatonic or chromatic, i.¢., when the
notes lie so conveniently under the hand that they can be evenly
executed without the intervention of any lateral (horizontal)
movement of the hand, then the normal position is: that the
‘middle finger remains in a straight line with its key, and this,
no matter where the hand is located on the key-board.

The places where the fingers should reach the keys are in
this case such, that with. the five-finger position on five adja-
cent white keys, the middle finger reaches its white key close to
the fiont sdge of the Black keysd The other fingers fall upon

also exclusely tnsised apon the gt tnger for Tingerstaseato | T ne
v 1 the Juflorers, oat e and v a1 are eqaslly applicable 10 both

coato

“The middie finger should ploy ths close o the elge of the Hack keys,
‘ocanse this will perit one reaghing the black kovs withous baviog to siift
our hand and arm forwards and pask m,, wmd" clumsy movement would
pterwise be necessary, The fingors shosld therefore pormaly be suficlen)
bens in_ thrusting-touch, tp sdmit of their rm}nng the black keys without
greatly losiag their - beat




286 ON POSITION.

theirkeys slightly nearer the edgoof the key-board, each accord-
ing to its length-the actval places thus varying with each indi-
vidual hand. Employing  normal hand in the bent at-
tilude — for _thrusting
$ouch, it will be fonnd
that the indexfingerwill
be mearly ome finger-
thickness behind the
‘middle finger, if we ook
at the fingers sideways ;
the ring-finger will bo
Balf-way between these
two points on the key-
board; the little-finger
will come one finger-
thickness again behind
the index-finger, while
the thumb will fall into
Tine one finger-thick-
ness behind the little-
finger! Thus, taking
the dotted lines drawn
across the keys in Fig.

B¢

4

Y

Y

‘many black keys lie s0 casily
‘under the fingers for this kind
of touch.

FThe extent to which the

é Iz

'

i

i i

i he

1 and (b), on the_comparative
helght of the Knackle an
Wrist. The shorter the thumb,

matarally fall; while 1t is
rought mare on the key the
more we ras

Fra. 16, “ud Jouer the wrist,
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18 to represent the thickness of the finger-tips, we should
approximately obtuin the relative results there depicted, taken
from a rather large hand,—the result roughly forming a semi-
circle} v

The fingers also natarally fall into this shape, if they are
placed round a ball of the exach size that will cause their tips
0 reach & lovel lino;—am exporiment that also indiostes the
proper curve of the thumb.

Employing such a normal bsnd, but in the flaf attitude in
place of the “bent,” the middle-finger remains close to the
edge of the black keys, »s just described, but the other fingers
‘must fall either slightly nearer the edge of the white keys, or
further away from it, then in the example given. The partio-
ular conformation of the fingers determines the exact place.
This, it must be understood, is always the case, since this point
will not admit of any hard and fast rules being laid down ; and
the example (Fig. 18)is given purely as an illustration of what
happens in this particular case, s normally large male hand.

2 Tt the fingors showd rench e ke all in o straght line, fea faflacy,
o5 sleady allucd io 1o § 7, and in Yoie XIX. of i e Appendix fo this Part—
g Siealh bngons ik bea 1 s gsen from e Fuss Iden, Tt ua-

em mearer the edges o

And it elagether Toses sght of tho fact, that the fpgers do Keiviaaaty i

iusmnly adspt. themsolves 1o fhe consfant change of hey-leverage presented to

m dutiog performance, it the periormer bas learat to be guided by s

e o T R amtaroia ho Sha b Dalese we aid thus consteatly Mupt

ourselves 10 the key-board, how for instance could we execute any passege

th evenness that lies across and between the black keys? On the con-

e find that the fingers instantly adjust themselves to the changed lev-

<Tage, provided we o eaiploy our mascular seose And. our eer with proper

practice of all the sosles and arpeggl with the € major

wbich foras such excellont traiping, 1nd hay been termed. “Jevel-

T e oy ol mas b e s megbonohgect st 1 thove fadaiets

‘who would endesvour Lo obtain Evenness by plmng all the fingers 1o & row,
0 atter bow long or shozt they happen 10

T e oo i T Lo o 1o hnwever only possitle with &

normally Jarge hand. An sbnormally small or hand_must therefore

diverge slightly from this mst natural postion, Shie the key-board Tael?

remalhs unchaugesble.
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The position given in the figure, is moreover bodily trans-
ferred forward, when we require the five-finger position with
the thumb on the black keys. The line formed by the edge of.the
black keys must in such case be regarded as tho limit of the
key-board, and those fingers requiring white keys must reach
thern as well as they can in befueen the black keys. Moreover,
if the fingers are oo thick-tipped conveniently to do this, then
the band must be slightly furned either outwerds or inwards
(a5 desoribed under & and ¢) to ensble them to do so.

5): When the passage, on the contrary, demands a latersl
displacement of the hand, such ss is required to allow the
thumb to * pass under,™ -asin the single-note seale and arpeg-
gio, then the fingers no longer remain in line with the keys,
but are instead placed at an angle with them, the thumb being
more or less extended, and the Hand being turned slightly
inwards,—or the Wrist outwards,—es already explicitly ex-
plained in Chapter XVIL, § 34; and further alluded to in § 23
of this chapter! But whichever way we tumn the fingers (or
the wrist, or hand), the middle finger shonld remain close to
the edge of the black keys, so long as the passage doss mob
require the help of the thumb on a Jack key.

¢): Scale-position : Duzing the single-note scale, this out-
wardly turned Wrist (or inward-pointing hand) becomes the
normal position for the time, since we should otherwise have
to make unnecessazy to-snd-fro movements of the hand twice
during each octave.

- During the s te arpeggio, not
orly mwust the normal position be the samo as in the single.
thue turning the hand or wrist outwards or inwards, it should always
scem as if the initiative came from the FINGER ;—4.e., it should s
fingers drew the hand from side to side, or turned ihe wrist outwards or in-
‘wards ; and it s probable that a slight sideway acllviby of the ﬁngen does.
really help to encompass snch movement of the haod, ox wrist itself. Une
Jess the fingers thus promgp? the movement, e are apt fo have 2. entil put-

o of the sart betors foe Sorse: And aot ooly this bt e are Tkely 1o o
ploy, the . moving musclas, for the purpoco, hioh wo shonld certainly

the EAWD-muscles b—perhnpx mpplcmenwd by thoxc nf lhc fingers themse]vm,
2 st megated, 7 ¢ o § 23, as o the turning under of Hra
y and also § 4
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note sesle (with inward-tumed hand and fingers), but the ex-
tensions involved in turming under or over, here demand in
addition a sufficiently ample horizontal movement of the hand
or wrist; this muvement being however provided to an extent
no greater than is really necessary to ensble the fingers and
thumb to reach theix notes easily.’

&): Dout scales : For doubl in thirds, the
fingers sad hands have to be birned in the opposite direction—
the hand ontwards, or the wrist inwards—when the passage
moves from the contre towards the extreme ends of the key-
board. This is to allow of our passing a longer finger over a
shorter finger in making the connections between the sucoes-
sive ingering-positions. Tho reverse rule applies when the
passage moves back towards the centre of the key.board,
and we can formulate all this, by saying: “In double notes
passages, the hand must be turned in the direction in which the
passage is travelling.”

f): Other double-nofes passages: The last mentioned rules
apply to all double-notes passages, equally,—including those

double'note (or arpeggio; these
Tatter, however, demand slight lateral movements in addi-
tion.  In fhis connection it should be noted, that when we
turn the fingers over the thumb, or & long finger over a shorb
one, in double-notes passages, that we cannot then retain both
notes depressed their full value. In these cases, it is the thumb
or the littlo finger, alons, thst for the moment continues the act
of “Resting.” Again, when we use the thumb twice in succes-
sion in such doublemotes passages, since we cannot continue
the Resting by means of the thumb during its repetition, it
follows that the Resting must heve be carried from key to key
by the ofher fingers, so as to enable the thumb to rise and
take its second key. These things should be carefully attend-
ed to by lesrner and teacher; for the formation of habits is
easy, whereas the eradieation of them is difficult.

i Such ample leteral movements of the hand and wrist, enable us to avoid
any unnecossery, excessive “ turning under * of the thumb, and the consequent
helnlessness of that member.




200 OX POSITION,

§13. The thumb, looking down upon it from
above, sbould moreover always be more or less
curved convesly, wnless used uader the hand, or
upon two adjacent keys.! That is, its nailphalans must ahways
remain in @ siraight Gine with the key it is employed upon, as
shown in the secompanying Fig. 19; and not twisted, as for
instance in Fig. 16, on page 283. The exceptions are; when
the thumb is required fo sound two adjacent
white or black keys. The last-mentioned
rule is then reversed, and the thumb is then
extended almost straight from the hand, or it
may even be coneavely curved—ourved out-
wards, The thumb must also be held straight,
or even concavely, when it has 0 reach under
the other fingers.

§ 14, Finally, i need hardly be pointed
Fio. 19—Comvpo- O, thot each finger should reach the very
siton of thethumb.  contre of ifs key. Unless we constanily en-
deavour to make the finger do this, we risk sounding two keys
in place of the one intended, thus “splitting” our notes, or
swudging them.

§15. The fingers should find their keys before
any attempt is made to depress either finger or
key, Itis quite wrong to reduce into a single ac-
tion, the act of finding the keys, and the act of depressing
them. The two actions may form a confinuous movement, but
they must be separate, mentally. The position of esch key,
should, moreover whenever passible, be derived from the note
o notes last played. Close attention to this rule, forms an in-
fallible cure for “wrong mote pleying.”?

The curve of
the thumb.

On note-find-
ing.

* One should especially be careful to train the thumb to prepare its note fo
turaing-ander hije the preceding fingersaro sl engaged Jn soundiag et
notes, ~ (Vide o

T omerer practiatle, we dhould not quit the key last used i i nezt
key i found; and we caa il eain our old of the previouwly used key,
ough we may have allowed it to
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Both these lash rules hecome sutomatically fulflled, if

we insist on the Act of Resting, as set forth in Part 1L

§16. Position owmE the keys, however, is an
even more important matter, then the finding of
the right notes.—Our ears must for this purpose
be constantly on the alart, so that we may accurately observe
where in its descent the key’s speed must culminate, and our
tone-making offorts cease. All aceuracy in Expression
depends on this!
Positionof the  $17. Tt is importans that the Hond should
Handand  beheld ovel. That is: the knuckle of the fifth
Euuckles.  finger should be at least as well raised off the
keys as the knuckle of the index-finger. It is better even to
err on the side of giving the fifth finger the advantage in this
respect. There i no dificulty in encompassing this, if we
adopt the outwardly-turned Wrist as the normal position.!

§18. We now come fo the much debated question as to
the Asight of the knuckles off the keys. After study of Parts
1L and IIL. of this work, theve can be no difficulty about this
question, for it is obvious that the height of the hand at its
knuckle-end should arise solely as the direct result of correct
action on the part of the fingors that support it there. If the
finger activity is the correct one, and of requisite degree, then
the correct position of the knuckle must of necessity ensue ;
and it is well to remember that it is of no use insisting on cor-
Tect position here, ualess it is provoked by the correct con-
dition of balance between Fingerforoe and the other two com-
ponents of Touch-structure.

On sound find-
ing.

2 I8 we  play 100 Tate”~—in key-dascent, us s often alrady fnssted upon,
ot only does this constitute loss of Tnetay, and loss of aceuracy in Expres
Sion, bk e axe ko thes Hble 1 oventeivs the mechanism o g fnstrurent,
ereaiog roal hardueso of toue, ond eveo risking damage (0 the baramersan

"3 ot only is th fih fnger placed st grest disadvantage, mochazically,
unless we keep that sidé of tie hand well up, but the reach_of the thumb 5
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Relatively fo the wrist the Knuckle may either be level or
somewhat higher. (Vide Figs. 6 and 7, page 161, also Figs. &
and 9, page 166)

The actual height off the keys, and height relatively 2o the
fingers, vaxies (s) with the form of touch employed, (b) with
‘the size and conformetion of each individnal hand, and (c)
with the height of seat hsbitual to the player. It is therefore
quite a mistake to imagine that mmiformity of position should
here be & law. On the contrary, it is likely to lead to uni-
formity and restriotion of touch “ method ”—to one-sidedness
and want of colour in performances

Thrusting-touoh isnevertheless wsually fonnd more easy of
sttainment with the knuckle kept somewhat higher relatively
to the finger than it is in Clinging souch,—but the reverse
may even here be found more convenient with some hands.
As the keys are an “unchengeable quantity,” a large hand
also usually finds a higher knuckle more suitable in all touches
than does a small hand, this being particularly noticeable in
thrusting-touch There is however one point that can be
definitely laid down as & law, and this is: that the knuckle
must never be lower than any part of the finger WHEN THE rAT-
TER HAS DEPREssED 118 KEY. The kuuckle should therefore be
kept well raised off the key-board Jy the fingers. 1t shiould be
kept so well raised asto allow absolutely free passage and
movement to the thumb, when turning under. Although
the kruckle may thus under certain circumstances be level
with the knuckle-phalanx, yet, as a rule, it is found best that
it should form (more or less slightly) the higfest point of the
finger, when this is depressed. Figs. 6 and 7, and Figs. 8 andl
9 s)wuld here again be referred t02

s Enuckle phalons (trom knuckle fo st foiny wil in fhese cosss

sl!vm‘yslop e daunaotrds—when the finget s depreseed on o white ke

‘the same fioger is on the cou!mrvdeprened “ith 8 Haak Key, theromay

O i g s Sloping noticeatle. with cortain hands this knuckle.

S alans s Hormalty T R el alfaongh tha sightly Hiehes Easeiis
ocs undountefly form the stronger position for thrusting tou

4Tl doctrine, thas the lnuckle shanld be * held fn"~that the hend shoald

Tt has done so much harm that it. must again be refer y
uo respecter of persous, bowever hslo-crowned (sud deservedly so) they may
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As already pointed out, the actual height off the keys varies
with the form of touch employed.

The only exception, perhaps, to the rule of the well kept-up
Imuckles, is in the caso of clinging-touch of the most sympa-
thetic order, such as in that ultrs-elastic tonch-form so often
required for the Cmormv melos. In this case the fingers are
left 50 “ flabby,” that the weight of the arm may then perhaps
cause the knnckle slightly to foll in.

§19. All beginners, though they be young children, should
at once be shown the necessity of thus keeping the knuckle
(especially that of the ffth finger) well raised off the key-
board surface, and of keeping it cither at loast as high as any
part of the depressed finger, or even as the highest point,
slightly, of the hand itself. There is no diffeulty in this, if
we at once point out how the knuckle can easily be Zept up

have been as artits And us this  depressed-knucile ” fllacy hns been so

idely promulgated and udbered o, s renders emphatio contradiction al
the more necessary, “Aeadiredt preventive of all gusc in playiag, noth-
ing more effectual could possibly bave been devised. To endeavour fo play
e et B e TeyerTo o ot it oty acomior-
able, unnatiral, and above all fhivgs, as mechunically wrong, g it would

oty to mallk of rup, while “sitiog fypon ooe's hauacles *  Thoso who e

Join e rontie raiet i pehimary 1o the e

e-production. And as a well-raised. ﬁnguns lkely 1o lead 1o frue use of o
one would be liable falsely to_ascribe the goo by such
reedom to the position of fhe knucks ; and lookiag down wpon the Iatier

vaised fingers created the delusion,

While ov this point, & similar fallacy with regard to the WRINT-ToryT may
ilso bere be alluded to : This lso erisés from o similarly superficial observa-
tlon of the real facts of “ Wrist-touch” or Hend-touch —Ip this case, if we

ol e
noice this, looking down from sbove, that we way Tall into the error of i
agioing il <ol geate playing requlres o loyored e

promulgated by the adhorants af  Methods * opposite
““Enuckle-in " dogma | Here again, obviously it is the wehmmnrllyblgh.ly

Taised knuckle that has created the delusion. As o matter of fact, 35
airealy noticed, mosi players fid a wrat rlsed slightly iigher than, el
the position most comfortablo for rapid octave passages—especially if 1

e o rusing iind, 10 Ty raowy shoutd -



294 ON POSITION.

from beneath—owing to the re-action of the finger-tip against
tho key, provided we izsist on o proper bolsnco being main-
tained resp Detween the f rtion used and the
hand-oxertion and srm-weight behind it, and provided more-
over that we do not employ mere brate down-arm-force in-
stead!

§20. Hanp-touch (Wrist-iouch) demands an
Hand-movement, gotnal vertical movement of the hand itself ; the
" movement dating from the wrist-joint, and being

visible as a movement of the kauckles, bodily.

This movement need be no greater than the actual depth
of the key,—about §-inch. The movement should indeed
not exceed this actual necessity, when fullest speeds are re-
quired in Hand-touch. The hand should in this case rise only
sufficiently with the key to permit of the finger-tips being
stidl on to the next keys, preparatory bo their depression.

At slower tempi, it not only becomes possible, but even eon-
venient and advantageous, to allow the hand to rise consider-
ably—say sn inch ox so, provided such recoil of the hand
is in response to the key's tecoil. The knuckle may in this
instance vise considerably beyond the level of the Wrist-joint
in preparing for the act of tonch. Excessive raising of
the hand in hand-touch, however, is strongly to be deprecated.
Tt is as fatile and mischievous as an escessive raising of the

! Great caro should espealy e talkon wih ohildren in this xespoct since
ey are particularly ible Lo contrags this vicions abit—that of forodg the
knuckle of force dorived from the Gown.exertion of the aros and
pp|vl.h full force of our bodies downwards, is the most.
bl error o all o, when we first have the key-bonrd prosented to us, o
s the most putural way of appiying fo orce in ordinary lite, whew we widh fo
Jforce something away from us. o are capectally able o this fault,

for Pianoforte pirposes as gvne!ﬂlv ‘supposed.  We must; thercforc cnnmndy
® s thom syt ing s o body S, (1) remind
saw nature of the Key-lever, and the mpossi ducmgm.\y tone-eftoct
e the heminer 1t webounied o The SIAED. 0B (9 b he ot s
Suger in ¢ hent” Louch i wpwgrds agaoss he Endode < like ahatply gettng:
up froma chalr by one’s legs; » and (d)that. Clmging touch s an oot of woigh
ing the keys Into'sound, These things are quite easily understood, an
glidly carhied ows by the litle oneswho eate for Music,-and It s fur more
sy o ench hem coreeet bl than thet sezors, who, In3tend of * the clean
slate,” have theirs scribbled over with bad writing
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finger! The hand should never be lifted o its fullest limit,
any more than should be the finger, if perfect ease and cer-
tainty are desired. We must never forget, that all movements
required st the instrament must be provided solely for the
sake of ease in wsing the key, and certainly not for the sake of
making our abtitudes “lock like Piano-playing.”? (Vide the
strictures on this subject under Nots 2 t0§ 18, and elsewhere.)
conof §21. The position of the wristjoint relative-
Position o Iy to the knackle and relatively to the forearm
vertiatly,  9ud elbow varies with the size and general con-
formation of the player's hand and arm, and with
the habitual height of chair. The actual height of tho wrist
does not materially influence either tone or ease. Inexorable
rules are therefore mdesirable hers, and they would be even
more out of place than in the case of the related position of
the knuckle, discussed in §18, It is well, however, o bear the
following suggestions in mind

a) Relatively to the Key-board : the height of the wrist
should arise naturally as the consequence of a proper balance
between the three components of touch—the balance between
finger-and-hand exertion and arm weight. The wristshould be

Tt is difficult to find a phme lu{ﬂc!enclv condemnatory of the puerile
ideﬂ m-t < Wrist-action”’ consists in “ throwing the hand up from the keys."”

‘As just stated, lheHl d, prepmmvwzha act of touch, may be consid-
emhlv Taised off the keys—provided the passage is_not too fast. In the early
stages of learning, it assists the acquisition of Freedom thus 0 allow the han
to rise sufficiently. We can thus more easily learn to realise that it is essen-
tial to commence the act of Hand-touch by a complete release snd consequent
fall of the hand ; and we can also (with such preliminary-raising) more easily
perceive. ‘whether the hand-movement xs ‘unrestrained or not. But once we
‘have arrived beyond the Inszmcuon booL stage, we should learn to obtain this

atsing.. For the closer we keep 10
key-surfaces in rapid octates, ¢1e, o e grsater will become our facility—rapid-
ity and mlmb hty. If we take care accarately to eease the employed exertions
(and weight if used) the very fnstint oach toue. 35 completed, we shall find,
that the reco\l oF the keys. eagily raises ﬂm luose-lefblymg ‘hand to the surface;
and no greater “raising” than that is imperative,

To atlempt to play rapid octaves—or Falow actaves for that matter—with
flaillike purpose-empty fapping of the hend, forms one of thosc ronacless
Pmofomsupmumns ‘bred in the lust century, bus baj &pﬂv ow exploded :

t the greatest artists do not at sll flap the Pisno, but o the
ﬂo\v mm Tapid octaves fo &ppr;_)h::lmne very closely ;oa glissando,

contran
glissando execuls
'Ada60-impetus for each cotave given - 1a ihe o

& sufficient

of time
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high enough to give freo play to the thumb. In rapid pas-
sages, especially, it is therefore desirable o keep i supported
sufficiently high, to enable the thumb to reach its key with
elight downwaxd slope. In slower passages, this does not so
much wmatber.

&) Relatively to the knuckle and fore-arm : the height
is groatly determined by the height of chair used _Sitting vory
low, causes the Wrist to be much higher than the fore-arm;
while sitting excessively high, will cause it to be depressed bo-
fow the arm and hand levels. Manifestly it is better to sit too
Iow than too high.

On the whols, the wrist and knuckle are best placed sbont
on @ level ; buk one can play quite well with the wrist some-
What highor or comewhat lower than this, provided meither
position be too exaggerated. With a large hand it is however
usually found more convenisnt to allow the wristto drop
slightiy below the level of the knuckles, for the long fingers of
a large hand are else apt toset the thumb boo far back near the
edge of the keys.

3 i hand.touch—< wrist-touch ” : Tho of a
Jimb is casiest when it is moved about the middle of its com-
poss. Hence wo should infer that the wrist would be in the
most suitsble position for octave playing and sll other hand-
touch passages, when placed about level with fore-arm and
knuckle; and this, indeed, we find not only holds good in
theory, but in practice alse’ The argument is thus re-en-
forced, that the normal position of the wrist should be about
level with the knuckle. Nevertheless, the pracise position
must bo determined in the case of Hand-movement (as in
Tinger-touch) by the size of the hand, height of chair, and kind
of touch used.

e must be careful not to place the Wrist too high, as this is Niely
10 Tead to the hand and digits being * jabbed ¥ down on the keys by arm-

force, in_ place of the proper down-aetivlty of the hand during the moment
of ke dopression, —an acivity, which by Seacion bear puerds agalas the
wrlst

Adso, at offer times, e must 1ot allow the wrist to drop too low, since in
this case we shall not be able to puss the tiumb under, without changing
the Jevel of the wrist every time such passage is roquired.
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While the actusl Leight of the wrist is thus quite a vari-
sble quantity, yet it is one of the points around which argu
ment has most fiercely raged, and dogma has been most em-
phatic! (Vids Nots XX., dppondiz to this Purt:  The high
wrist and low wrist dogmas.”)

Moreover, s in all cases of already fised habit, if one is
used to an exaggerated position cither way, it will certaily
be found awhward at first fo attempt to play under the opposite
position, or even a position midway between the two; g0
much so, that one is likely to allow sensation rather than
reason to be the guide, and one will thus be fempted to pro-
notnce emphatically in favour of—the alrendy scquired
habit!

tad § 9. The height of the wrist relatively to the
e forearm and kuuckle, must slightly vary durizg
Simb on atter rapid octave and chord passages in which white
natedlack and keys alternate in close succossion with black
white keys.  ops The same necessity arises when rapid
finger-passages require the thumb on black and white keys in
close altemation, as sometimes oconrs.

Tn all such pessages, the wristlovel should be slightly
higher for the white heys than for the black keys. This slight
kinking as it were, of the wrist upwards and downwards, per-
mits us bo reach white keys and black keys with equal facility.
Thus we obviate any backward and forward movement of the
Elbow (and upper-arm), which chimsy movement would other.
wise have to be employed, to bring our fingers over their re-
spective keys

. § 28. The lateral movements of the hand and
Hand and Wrist wrist, which enabla us to place the fingers in po-
Torisoaay,  sition, respectively for five-finger, seale, arpeg-

gio sad double-note purposes, have already been

chapge of wrist-level from note to note, should however be excesd-

m-vly shghz ; it should in fact be no greater than the dlﬂemnce m ].\elght he-
lack and white keys.  Moreover, during octave passages lying on

ternate black and white keys, We should bc carcful to kcer) bom thumb md

Tittle-finger (~hen on the White keys) close to the front ends (or edges) ol the
Dblack ke{a taus reducing the necessity for fuxe-ﬁnd»nﬁ movements as

e
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discussed in §12.  We there learnt thab: () for five-fin-
ger positions, the wrist has to be so adjusted as to allow the
‘middle-finger to be in a siraight line with its key, no matter
on what part of the key-board ; (b) for the single-note scale,
the wrist is slightly turned outwards—to ease the passage-un-
der of the thumb;* (¢) for the single-note arpeggio the same
normal position applies, but the passage and extension of the
thamb must be helped by slight lateral movements of the
wrist; while (d) for doublenotes passages, the wrist must nor-
mally be turmed inwards when the passage is travelling in
the direetion of the fifth finger—to enable the longer fingers to
be passed over the ffth finger and ring-finger.

In sddition to these facts, we should now note, that for
passages of short compass, we must allow the FORE-ARM to
move with the hand, as we change from one fingering-position
to another during the cowse of such passage; and that the
WHOLE ARM must move in similar manner, when the passage is
more extended,—is extended beyond the compass of two oc-
taves orso. In this connection the following are good working
rulesi—

a): For short velocity-passages which rapidly return
upon themselvés, within the compass of the octave,
the Hand alone need move laterally—horizontally.
1): For somewhat more extended passages of. the same
nature, the Wrist (and with it, the fore-arm) should
move in addition.

©): For simila passages, beyond tho compass of two
octaves, the Elbow itself (and with it the Upper-arm)

may seem incredible, but the suggestion has actually beea made,

umz Scnle andd Aryegglo playtng should by reduced to s sort of * Hop and
rocess, o Svoid “ he deutty ” of turning e thumb uader, and
fhe fingers over | This sounds more.like o of Mn. BERNHARD SRA

Soces Hhan a serlous Suggestion, wud s mamfastly s0 sbruedly puorle as (0
Deed no discusslon, Such fallacy can only srise from an sstounding ig-

morance of the Tequirements of the Pisnoforte Reperi s no
“ difficulty” Whatever in the turning. o processes, it we but
recognise the elementary necessity of horizoutal Wi

st-freedom.

are a few modern prsengos which Gepend on cleverly disgulsed skine,
excouted by Foro.utm movement; but such deviess are ubierfoges, and by
their exception only prove the ru
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nmsl, move in addmon to the lateral Fore-arm-move-

me;
Qs Finally, for slow passages, o suck as move up the
key-board or down, while not ab once returning upon
themselves, ot/ Elbow and Fore-arm (the whole arm)
must assist the ransition from one fingering-position

to the next.

§24. Thus, for instance, ia learning or teaching the Soats,
we should insist on great care being bestowed on the charac.
ter of tho lateral movoment that assists in comnecting the suc-
cessive fi . For example: lling up the
scale of C, with the nght band, the thumb should be moving:
towards its note (¥) while the inder and middle fingers
Tespectively play ) snd E, We must however not fall into
the exvor of moving #he hand outwards when the thumb reaches
its 77 on the contrary, the whole arm should already have
been travelling slightly in the direction of the scale (with
wrist turned slightly outwards), and while the thumb is
engaged with its 7, the arm shonld be allowed to travel still
further in the same direction, sufficiently so to allow the
index finger to be brought ready over the & previously to its
depression,—the thumb meanwhile assnming an extended
(and inwardly curved) position,’ owing to its being as it were
“left behind " on the key-board. Similar procedure obtains
during the mext ﬁnaermg position and turning of the thumb
under the ring-fi of the
indes finger over the occm d. The index-finger being thus
always placed in position, not by & turning of the hand, but
by the wrist itself being bodily carried up the key-board. In
this way, we are enabled to adher to the “outwardly-turned
writ, 2 the normal position for the scale.

The Anpzaato is trested in like manner to the soale ; slight
movements of the hand and wrist, however, must here assist

Taking the arpeggio of Ofor example : we start with the nor-
mally outwardly-held wrist, and the whole arm here follows the
§ The inwardly turned thumb fs shown in Fig. 19, page 200.
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fingers, while the arpeggio begins fo travel up the key-board in
the righthand. Butthe wrist must be slightly turned still more
outwards when the middle finger engages &, to enable the
thumb easily fo reach its ¢; snd then, while the thumb is thus
engaged on ¢ (and is “left behind,” as in the scale) the Hand
itself must move slightly cutwards, to ensble the index-finger
to reach iis ¢;- i
ouly just sufficient to bring the wrist-position back fo the
normal. The arpeggio, in ascending, is thus accom.
ponied by a gradual movement of the whole arm in the same
direction, while wrist and havnd ALTERNATELY also move in the
same direction, velstively to the fore-arm and wrist respective-
Iy. The reverse movements of course accompany the
rotum arpeggio.

. §25. A rocking movement is sometimes re-
Jstoot quired of the Hand and Wrist. This is really a

) rotary one of the Fore-arm with the Elbow as its
apparent axis, and constitutes the “touch by side-stroke” of
the Germans. Such “Rotation-fouch” is suitable for pas-
sages in which we have to slternate notes lying under the op-
posite sides of the hand. Like Hand-touch, it is only available
up to a certain speed, beyond which it must be supplanted by
finger-movement, During an act of key-depression acoom-
panied by this tilting or rocking movement of the hand, wrist
and fore-arm, the fingers should remain unmoved relatively to
the hand, as in the case of octave-playing ;—the fingers should
assume their depressed condition previously to such tilting.*

1 We must recall, that such slmnmnm of rotary activity and mactiv.ry of
the fore-arm, are also more or less reqr o all otber touchen, althoughthe

movement 15 that of the &, baod, of Snger, and although tLe adjustments
are then fnvisible—not then u\(mg the form of r Toray movement, W icior
ol

it rotort rémai
“Thiase mattens Have bren lly ot with n Chapter XV 1L, which should
be refernad 1o, The following sdditional positionel bt is "however note-
5t

Thie Flbow, itselt, should he placed » little more 0UrwARDS than usual,
hen mo requfte Rotation-fouct o the more extrzano onds of the key-board it
the fort of & frée folary movement TOWARDS THE THUME. e same
Dint applies, when no ackual tilting i9 required towards the thumb, but merely
PREEDOM towards that side of the land, when engaged near the key-board
estremitics.
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Postuon of 1§26, Tho fore-arm position depends on the
the boreor, height of the wrist., As we bave learnt that the

vnist.height is determined by the height of the
chair, end that of the knuckle, etc,, it follows that also bere
we cannot lay down any definite and invariable rules, unless it
be to warn egeinst exaggeration and mannerism. With the
wrist high, the fore-arm will slope somewhat downwards tow-
ards the elbow, while it may even slope upwards if the wrist
is very low. The most natural position seoms, as usual, fo be
midway bebween these extremes; and the fore-arm (from elbow
to wrist) will then assume sbout a level position, or one, per-
haps, that is somewhat higher than the key-level at the wrist,
while somewhat lower than, the key-level at the Elbow.

§27. Coming mow to the position of the
Upper-arm and Blbow, we find that this is really
& vital matter in playing. We must therefore
recognise as the most important law of Position,
that the SHOULDER SHOULD BE SUFFICIENTLY DISTANT FROM THE
KEY-B0sTD, to allow the Upper-arm to subbend an obfuse angle
with the fore-arm—or neaxly that. (Vide Fig. 0.) Ttis
even desirable o err rather on the side of opening the arm out
too much—to make it oo straight, then o risk its approximat-
ing to & right angle, as in Fig. 21.

Position of the
Upper-arm and
Elbow.

S
S

E w |E w

Ft0, 20, Approximately corzso posiion of Arm. —fncorre
- R e P e

Tuless the arm is thus sufficiently open—with the upper-
arm sloping forwards, there can be no free movement of it in
front of the body, nor can the Weight of the upper-arm becoms
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property available. On the other hand, we must not
Teally put the arm into a straight line (from shoulder to key) ;
such wnmatural position might lead to stiffness, and we should
Iose the very thing desired—the option of free Arm-weight.

§98. The distance of the Elbow from the Body, SIDEWATE,
varies with the part of the key-board the hands are engaged
upon at the momeut. Viewing the elbow from behind the per-
former’s person, the Elbow should hang down in a straight
line from the shoulder (or nearly so) when the hands are re-
quired upon keys exactly in front of the shoulder ;—the Elbow
meanwhile falfilling the previous rule as to position forwards,
when viewed in profile.

This normal position of the elbow (sideways) will however
only allow us bo reach ahout one octave of notes from thecentre
note of the position, by a movement of the fore-arm alone—with
quiet elbow. To reach more distant parts of the key-board, we
are therefore compelled to mske use of a horizontal displace-
ment of the Blbow—the whole arm in this case moving a little,
sideways. Such lateral movements of the whole arm, should
‘howaver be avoided, if a lateral movement of the fore-arm alone
(with quict elbow) will suffice to bring the fingers over their
keys.!

§29. The vertial movements of the arm
which form arm-touch, are of two kinds: () the
fore-arm may move alone, in which case the elbow remains
quiescent ; or (b) the whole arm mey move, in which case the
elbow itself also moves vertically.  As pointed out in
Chapter XVIL suck descent of the arm should arise solely
from the greater or lesser relaxation of the am-supporting
muscles; the arm thus falling of its own weight, and not
owing to down-ezertion. Oxly rarely does one require the help
of such down-exertion of the arm in addition to the fullest re.
laxation of the “wp”-musclos ; and then only in the slightest
degree- And we must remember that the addition of such

Amm-touch.

should remember, that Forearm skips, to be exccuted with safety,
ﬂemlm‘l that the Elbow be placed about mlzg between the two points to
esched, or even slightly nearer the owder u
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down-exertion ab once tends to colour the tone towards harsh.
ness.l

Al importent phrasings are executed by arm-moverent.
Since the key-board should be guitted with the last note of
every important phrase by means of an Arm-movement, it also
follows, that the arm must descend for the beginning of the
next phrase; althongh it may do this quite gently.

n thus raising the arm, it constitutes good practics, to
allow the finger-end of the hand to “remsin behind” a6 it
were ; the tips of the fingars remaining on the key-surfuces a
little while after the arm has begun to raise the wrist. This
$ends to ensure that supreme necessity of good Technique—a
looselying hand?

30. The position of the Body, itself, is main-
ly determined by the necessity for sufficient space
between Shoulder and Kay—space to enable the
arm to be sufliciently unbent, s explained in § 2.

To obtain this requisite space between shoulder and key
(with its consequent downward and forward slant of the upper-
arm) there are two opposite positions of the body available,
including the modiications becweau these extremes —

1 Vide § 2 of Chapter XIL., and § 3, ctc., of COh XV

e B e et o meemuvely needtul it s, 10
pay altenton © the law, cha the Hand must nove b supported by its
muscles during the ah o ‘omoproduction ; L. that It mush never b held 1
The oo SV Eother the aeia Js Fuly suppociing dhe hend.at Ifs wrsbend or
Whether the ar it o being supporicd by oo fagor i andy and o

Position of
ody.

he keye, although the wrist is

hang og its owh accouat
‘Appreciation of the loose-lying band, obviously led that excellent teacher
Lupwic DEPPE, 10 speak of the wrist a3 being ¥ curved when the srm is

of the tone-production of “ the third note from. the beginning of the phrase,”
e vory, properly prorsing, thal the firss notg of oy phrase stonid fe
played by srmdescent. Fide Carawp, pp. 2 5w Die
e Clapirapioe A oan Amponcilsto s Bart  Note s VIE < O
Pasttion-worship”
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8): We may sit well away from the instrament, snd
veach the key-board by leaning slightly forwards, from
the hips;? or

b): We may sit somewhof nearar the instrument, and
can then reach the keys whilst remaining almost fully
erect or wpright

Each performer must discover for himself which of these
two tendencies is best in keeping with bis particular bodily
eonformation. Bt the Upright position (or one closely ap-
proximating towards i) is obviously the more graceful, and
also the least fatiguing, when fonsible.

This choice must be determined by the relative propor-
tions of body-height and arm-length$

s illustrating the forwardleaning type of position, a sil-
honette of Awrox Bosrerem, is given as Fig. 22 on opposite

page.

§31. One should bo seated sufficiently dis-
tant from the instrument to enable one o open
the arm to the necessary extent, as described in
§27. The chair or stool should also be in the centre of the
instrument ; the £ on the first line of the treble staff may be
taken to represent this centre. The height should be such,
that the fore-arm is about level with the keys*

uch leaning-forward from the hips must aot be understood to signify
that SRoORIS I e Soutzmap:
1o Togping forwand, fhe back may, aad should, remaia perfectly siraight ;
phereas o smnpmf the  spine e would be bent. Stooping s objectionadle
from ¢
ire 1o Y6 siated mher higher for the forward-leanlag position,
than, e do far e upright postion of body,
T T relevs B of The bod fromdhe hips, o he lengih of the .
. ] fore-at vary comsidetably_—selile the hefgh of the keys 15 1o
vasiable; Pody-positon st Longs vary lmos o ey todloido
& Fale one fnds, tht when o arl s long, selatiely fo the body, that
the tendemcy I 5o it higher aud further awey {rom 1he instrament s
leaniag {orward ; and that a shotter upper-arm may prompi one to adopt &
more upright position of the body, With & lower chair placed nearer the io-
sirument,
o-stools ave as s rule mede to0 high. Tn such a predicament, an
ey remedy 35, t0 it further back than usaal, and to lean forward, slightly,
eseribed 1n § 80,
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Posttion of §32. The position of the feet should be such,

fictor,”  that the weight of the log can rest upon the
ground through the heel, when the tos or ball of
the foot is engaged upon the pedal. The zight foot

e
V16 22.—The ontlined figars of the Master is probably from & Dagnerreotype. The
stostand ey boued bave been Ao

should always ba thus in contact with its pedal ; the left foot,
when not required for the una corde pedal, is best placed fur-
ther back, with the sole of the foot only touching the ground,
and with its toe almost as far back as the heel of the right foot
—when the latter is engaged upon its pedsl. This helps
somewhat, when we oceasionally have to employ those slight
side-to-side movements of the whole body, which enable us to
veach either extreme of the key-board with the opposize hand,
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—movements especially required if our arms happen to be
short.
§33. When we succeed in playing vith per-
Unnecessary g )0 umrestrained muscles, there temains noth-
‘movements.
ing to prevent very iree movements of hand, wrist,
arm, and even of the body itself; movements, that are quite
distinet from those demanded by the process of key-depres-
sion iteelf. Snch movements ave however often of great Lelp to
the player, indirectly, and several of these ate indeed indispen-
sable as “ Tests,” owing bo theix facilitating non-restraint, free-
dom, and accuracy of Tonal-aim. In the pupilage stages,
these movements are therefore also prmchc&ﬂy unavoidable.
On the other hand, thers is this objection to one’s giving way
the ion such offer, and that
is, that the slightest movements of a performer ‘become glar-
ingly noticesble on the Concert-platform ; and however com-
fortable, and even necessary they moy be to the player, they
prove undoubtedly disturbing and distasteful to the audience.
Hence, it behoves us to eschew all unnecessary move-
ment so far as possible, once we have formed the habits of
Freedom, and of careful Key-aiming, and to learn to reduce
the necessery Test-movements to the smallest limits compat-
fble with & due fulfilment of their purpose;—always provided
that such self-abnegation does nob lead to restraint and stiff-
ness. The more quiet the artist’s demeanour is on the
platform, compatibly with good technique, the more is the
hearer free to give undivided attention auraily, and the greater
his enjoyment. bt

§34. In conclusion, it must be reiterated, that
most of these details of Posifion should demand
but little attention, since they are likely to fulfl themselves

311 one fs foclined to play at all sffy—with & “beld” arm for instance,
then oue relly dare not mave even & quarter of au inch without courting

SUMMARY :

disaster | A Tough estimate iy indced be formed of a performer's tech-
aical powese,—whtles ey are proladly bad o passidly g0od, by observing
whsther l mouliy of e i rm f sl compleely aet or T
some s “tight swaglng of the boly snd arms being
seally necessxml £ mmmm o 7ot Tound uh]ecnmm\b‘u by the listener, _On
the contrary, 1 may. o iho graocfuiness of o pesformsnce visuly—~

wing o Tty mcmeaioasly SoseetE case 5
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antomatically, provided we insist upon the correch muscular
conditions.  On many of these points, moreover, wo find
that it is obviously unwise to atterpt to bind every individual
down to the same conventions, On the other hand, it must
also be reiterated, that there are several points where atten-
tion cannot be oo carefally given, These are:—

a): Sufficient distance between shoulder and key, so that
the upper-arm may le sufficiently forwards ; our chair being
for this purpose also sufficiently removed from the instrament,
but in the centre of the key board.

%): The differenco in the actus] movement of the finger it~
self, exhibited most markedly when the finger is well raised
previously to the act of touch; and which demands that we
start with it far movo fully bent for Thrusting-touch than for
Clinging-touch.

¢): Adjustment of the position of the wrist or hand later-
ally to the needs of the passagej—the hand being straight
with the keys in five-finger positions ; turned slightly inwards
for scales and arpeggi ; and tumed in the direction the pas-
sage is travelling, in the case of double-notes passages.

: Ample distance between Knuckle and Key-board, with
avoidance of the inwardly-held knuckle-

¢): Above all things, cate in preparing every finger over
every key, before using it; and care fo aim Key-use to the
place in Key-descent where tone emission commences.




RECAPITULATORY
OF CHAPYER XTI, ATD OF
PART IV

‘Finger, verti- 1)+ Two quite distinct positions of thefingerare
cally comsid-  available. The differcnce between the two is more
ered. noticeable when the finges is raised than when it is
depressed with its key =

2) : The Thrusting-finger is more bent the higher the prepara-
tory raising, and it tends to unbend as it descends towards, and
with, the key.

‘The naif-phalanx consequently remains almost vertical (per-
pendicalar) both in the raised and in the depressed position of
the finger. This verticality of the nail-joint must carefully
e insisted upon With the raised finger, otherwise we shall neither
attain a true thrasting-touch, nor real brilliancy.

3) : The Clinging-finger becomes more open, the higher its pre~
liminary raising, and it tends to close upon the keys in descend-
ing; or it may even be applied to the key without any change
from the preliminary flatter position, for the more extremely
sympathetic tone-qualities.

4): The tip of the finger, close to the nail, reaches the key
in Thrusting-touch; whereas the fleshy patt, opposite to the
nal, does so in Clinging-touch. In Clinging-touch , the flesh is
consequently pressed against the nail, and it evea tends to creep
round the fatter,

5) : In Bent-attitude, the fingers should all be nearly equally
rounded. But if the lttle-finger is abnormally short, we may be
compelled to use it slightly straighter, in spite of the consequent
disadvantage for thrusting-touch.

6)+ Ample preliminary raisig of the finger is healthy, when

808
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there is time for it, and provided we do so solely for the sake of
using our fingers freely. We must, however, not allow
such finger-raising to become our Object, n place of key-use,

We must also carefully avoid hitting the key, in consequence of
such ample raising. Raising the fager off the key should
be avoided, when the same finger has to reiterate its note tapidly.

7)2 It is upon the proper condttion of the Upper-aem, that
depends the proper action of the fingers in both attitudes, as ex-
plained in Part IIL

8) : The difference in movement between Bent
and Flat attitudes is less exhibited by the Thumb
than it is by the fingers. There is nevertheless 2 slight fendency
for the thumb slightly to open-out towards (and with)the key in
“Throsting-touch; and for 2 slightly to close upon the key in
Clinging-touch.

9) : The movement of the thumb arises near the wrist-end of
the hand. This may cause difficulties unless noted, owing to the
[act that the movements of the other fingers atise at the knuckle.
The Fingers, in  10) : In Hand-touch (Wrist-touch), the required
#Haad-Touch.  fingers should assume their depressed condition rela-
tively to the Hand, before the latter descends. In rapid passages
the required fingers “ remain behind,” as the hand rises from ifs
preceding notes.

Pinger-Stac-
cato.

The Thumb,

18) The return (or rising) movement of the
finger déffers in Staccato, in strict correspondence to
the respective difference between the Thrusting and
Ginging conditions of the finger and azm during the act of key.

lescent.

In Thrusting-touch, the front two phalanges of the finger rise
from the key into exactly the same bent position they started
from, before descents In Clinging-touch, on the contrary,
these two front phalanges confinue their folding-in movement
slightty beyond the moment of Tone-commencement; the necessary
rebound of the key being assured by allowing the knuckle-phalanz
to rebound at that moment,—just as happens in the bent-finges
form of Staccato.
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Fingers, Hori- 12): Seen from above, the fingers should reach
wntally Con-  the centre of their keys. In the case of white-key
sidered. passages the middle-finger should reach its white
ey close to the front-edge of the black keys, the remaining fingers
reaching their keys slightly behind this posttion—slightly nearer
the outside edge of the key-boatd, cach finger according to its
relative shortness.!

13) : When the fingeting-position requires the thumb on a
black key, we must consider the edge of the black keys to form
the limit of the key-board for the time, and the other fingers
must, if required on the white keys, reach these befween the
black keys; and #f necessary the hand must be slightly turned
to permit of this, either to the left or to the right?

14): The Thumb should have its nail-phalanx

Bhomb Posk (ways in a straight line with its key; wnless we

i cequire it to sound two adjacent keys simaltane-
y.

Reyposition,__+2) # Tt position of each key should, whenever

possible, be directly derived from the position of
keys previoudly played.

This is a vital matter, which however will accomplish itself
automatically, provided we duly fosist upon the Act of Resting,
in one of its two forms, as previously explained.

16): The act of finding the position of a key, and the act of
depressing it, should always be regarded as two distinct acts, al-
though there need be no break in continuity between the two.

17) = Position INSIDE the key is however the most vital point
of all—the place in key-descent where the hammer is heard to
reach the string, the place to which all tone-making effort must
be carefully aimed to culminate and cease.

Hand, Wrist, 18) : FIVEFINGER fingering positions (whether
and Finger,  complete or not) lying on adjacent keys, diatonic
Horzontally. or chromatic, should have the middlefinger in a
straight fine with its key—looking pon it from above.

21t s s total fallacy 4o suppose tht the fAngers must reach their keys all

o the sume fine.
ide §§ 18-22.
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19): THF. SCALE, owing to the required passage of the
thumb sideways, demands a slightly cafwardly-turmned Wrist—or
inwardly-pointing hand and fingers, as the notmal position.

20) : THE ARPEGGIO, in addition to this normally out-
wardly-turned position of the Wrist, as in the scale, requires
slight lateral movements of the hand and wrist to enhance the
lateral stretch of the thumb and fingers.

21) : DOUBLENOTES SCALES, owiag to the required passage
of the longer fingers over the shorter ones, require an inwardly-
torned Wrist (or outwardly-potnting hand and fingers) when the
scale moves towards the end of the key-board natural to each
hand; a position which is reversed on the return journey. In
short: the hand and fingers must here be furned in the direction
the scale is travelling.

22): OTHER DOUBLE-NOTES PASSAGES—arpeggi and the
fike, require in addition to the last, slight lateral movements of
the hand and wrist.

23): In double-notes passages, we cannot transfer the Resting-
weight in both of the parts forming the double progression at
those points where the turning under or over of the fingers oc-
curs, At such point the Resting-weight must be momentarily
supported by a single finger which thus acts as a pivot, while the
next two keys are prepared for depression.
rhe Had 24): The hand, at the Knuckles, should be kept

3 sulficiently well raised off the keys by the fingers,
to give the fingers ample space for free action. The knuckles
should never be allowed to be lower than any portion of the
finger, when the latter is (with #s key) in a depressed condition.
The kauckle may, on the contraty, form the highest point of
hand and finger, especially in the case of large hands, and in the
case of Thrusting-touch.

25) : Thete is no difficulty in acquiring this habit, provided
we remember that the knuckles should be kept up by the reaction
of the fingers against the keys; and providod we do ot viciously.
force the arm down upon the finger:

26) s The hand should beabout [cvel s—the little finger should
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Keep its side of the hand as well raised as the index-finger side of
the hand; or if anything, the little-finger side should be favoured.
‘The only apparent exception is in the case of Rotation-touch,
when the hand itself tilts a little from side to side.

27) s Hand-touch (Wrist- ceu:h), implies @ movement o{ the
hand during the act of key-de
the wrist-joint, and is visible as a movement of the hand at the
kouckle-end.

It #s not necessary that this movement should exceed the dis-
tance from key-sutface to key-bottom; but the hand may, like
the fmgu, play “from a distance” when there is amp[z time for
such it Any such aising of
the hand, must however be followed by its falling spon e keys,
thus remaking contact without any real hitting of the ivories.

28): The fingers do not move relatively to the hand fn
Handtouch, (Vide § 10.)

29) + The height of the Wrist is determined by
the position of the fingers. Its normal position is
wussally abost level with the knuckles, or slightly lower, if these
are well-raised. The wrist-level may, however, vary con-
siderably without causing any discomfort, provided we do not
confine ourselves either to an exaggeratedly high or low position
of it.

Rapid octave passages are moteover usually found easier with
the wrist-level slightly higher than the normal.

30): The wrist must alternately tise and fall, slightly, when

a passage requires the thumb on alternate black and white keys.
In this case the wrist is lower for the black key than for the
white key. Bot the movement should not be greater than will
just sutfice to enable the Elbow to remain quiet.
Wrist and 31): Lateral movements are required of the
A, wrist, fore-atm and upper-arm, to enable us to
bring the finger-tips over their keys, The larger the distance to
be reachied, the larger is the portion of the limb chosen, by means
of which to execute the movement.

32) : These lateral movements of the fore-arm and upper-

The Wrist.
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arm and their relationship to those of the thumb and wrist,’ re-
quire very careful attention, when first learning the scale and
arpeggio.

33) ¢ A rotary movement of the hand and fore-arm may ac-
company the act of touch, when the extreme fingers of the hand
are required to sound notes. This movement is then substituted
for the more usual descending movements of the finger, hand or
arm. In such “rotation-touch  the required fingers should
be placed in their depressed position, preliminarify to the act of
touch.?

34) : The actual height of the Fore-arm depends on the posi-
tion of the Wrist. Thhe most natural posttion is about level; or
with the under-surface of the fore-arm slightly higher than the
keys at the wrist, and slightly lower than these at the elbow.
The Upper- 35) ¢ Correct position of the upper-arm or elbow
A o Bthow. :smost important. Thisis an absolutely vital mat-

3 for it &5 impossible to obtain either freedom of
reach, or the fru qeight of the Upper-arm, unless the latter slopes
sufficiently forward, from the shoulder. The whole arm,
from shoulder to wrist, must hence be opened-out almost into an
obtuse angle.”

36) + The elbow, viewed from behind, should while thus Iying
forward, be peither pressed to the side, nor should it be unduly
protruded sideways. The elbow must nevertheless freely
change its position sideways, when a passage travels to the more
extreme portions of the key-board.

37) + Vertical movements of the arm are of two
kinds, either of the whole arm from the shoulder,
or of the fore-arm alone, from the elbow.

The beginning and the end of each phrase is uswally accom-~
panied by arm-movement.

38) ¢ The position of the body itself is maialy
Body-Position. by the necessity fot having the arm suf-

)

1 @i’ :%%uld reu.l], that rotary-ndjustments must sosompeny o almost every
act of touch, althou; by and there-

tore natslile
1 Vide Fig. 20, page 301.

Amm-Touch.
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ficiently opened-out, as described in §35. Sufficient distance is
therefore required between the shoulder and the key-board ; and to
enable us to give this, we must sit sufficiently distant from the
instroment.

“This requisite distance from the key-board can be obtained in
two ways: cither (a) while sitting perfectly upright (or nearly
50), or (b) while leaning forward from the hips—without stoop-
ing. This choice depends upon the length of the arm rel-
atively 10 the height of the body from the hips.

Height of 39): The chair should be placed in the centre of

eat. the instrument. Its height is determined by the
height and position of the body from the hips. When the chair
is too high, we are compelled to move uncomfortably far away
from the instrument, to ensure the requisite distance between
shoulder and key, as described in §§ 35 and 38, Music-stools are
often found insufficiently depressable.

40) : The feet, when employed upon the pedals,
should reach the latter with the ball of the foot,
while the edge of the heel is placed upon the ground, and takes
the weight of the leg.

The left foot, when not required upon the una corda pedal,
should be placed further back than the right one (on its pedal)
and with the sole alone reaching the ground.

The Feet.

‘Unnecessary 41): All unnecessary * movements should be
Movements.  strictly eschewed. Even those secondary move-
meats, required to enable us to fest ourselves for freedom, and
‘which must be greatly exaggerated in the learning-stage, should
nevertheless subsequently be gradually reduced to the smallest
Limits compatible with a due fulfilment of their purpose.

Hain Points of  42) : The main points requiting attention in
Position-Sum- Position, are as follows :—
mary.
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a): Suflicient distance between shoulder and key, with
the seat sufficiently removed from the mnstrument to
Samie of s,

netion between the two kinds of finger-

muvement, with the finger sufliciently bent before

its deseent, in thrusting touch.

Avoidance of the depressed knuckle,

d): Lateral adjustment of the hamd and wrist to each
particular passage ; the hand being turned inwards
for single-notes scales and arpeggi, and turned In the
direction travelled, during double-notes passages,

€): Above all things, one should insist (a) that each fin
gex s In position, and 7eels cach key, befwe the nect

proper s d (b), that
me position in key-descent is aimed for, here key-

in 18 ;—s0 that
each is aimed, to at the

very moment that the hammer reaches the string.

Subsidiary Points of fmportance are +—

1): Not to allew the hand to siope towards the fifth fin-
ger—unless apparently so during the movement of
Rotation-touch.

g): To Jeep e thumb well away from the hand,——
with the nafl-phalanx it line with its key.

h): Not as a rule to allow the fingers to feach the keys
near the outside edge of the key-board.

§): The slight re-adjustments of wrist-height, in passages
with the thumb alternately on black and white

In M h, and the ion of
the depressed position of the fingers relatively to the
hands, before the down-movement of the hand or
arm.

0 to the two of
the finger in thrusting or clinging Finger-staceato.
respectively.




CHAPTER XXIV.
CONCLUSION.
Glossary and” Summary of the main teachings of this work.

§ 1. T Act of Playing demands perception
§:§o’;y'_“:§‘e‘ ond facility in to distinot irections: (&) Musi-
act of playing: ion, and (b) Technical-f

§ 2. Musical-perception implies um of Feel-
ing and that of Shape.

§ 3. Technique implies (a) knowledge of the requirements

of Taste, and (b) knowledge of, and facility in Key-treatment.
§ . Koy troatment, sgaia, hasbwo sspects : (2) Knowledge,

of the and (b) knowl-

ege of, and fasility in muscu.'larly fulfilling these.

Pastl, Instra | § 5 Tone-production can solely be wrought

mental aspect by causing the key to move.

of Key-treat- § 6. Loudness depends purely on the degree

men of speed attained by the key during its descent.
§ 7. Beauty of tone depends on our inducing this key-speed

as gw.dually 85 possible. Tone control depends upon the same

8. r‘ ity for causing or
ceases the moment the hammer reaches the smng and re-
bounds therefrom.

9. This momont, the heginning of the note (the moment of
transition from Silence to Sound) must be listened for, so that
our propulsion of the key can be scenrately aimed to it.

§10. The key, in the shopa of weight and friction, offers
resistance to movement.
§11. The energy required to overcome this resistance,
318
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varies with different keys, and with the speed at which we try
to impel them.

Parem,the  §12. We can odly gauge key-resistance, by
Muscusras-  physioally fecling it through the muscalar.sense,
pect of Key-  before and during Key-depression.

treatment. § 13. The act of Adtention during performance
is dual, since it implies attention musically and attention in-
strumentally. We must listen inwardly and outwardly, so
that we hear what should be, and so that we also hear the ac-~
tual result; and we must meanwhile constantly feel the giving-
way point of the keys, so that we osn gauge the mecessary
efforts.

§ 14 Since the key must be reached so carefully, the con-
tact should never be in the form of an sctual blow, unless ac-
caracy as to notes and expression do not matter.

§ 15. The act of Touch is consequently a anlax process—
excepting in the caso of gpp-Tenuto or Legad

Tt consists of the tw scts (s) of Resting, s.nd (b) of Adding
Fnergy to the key to move it.

§16. The act of Resting (which is continuous during each
phrase) may either oconz (a) at surface-level of key-board, or
(b) st bottom-level of key-board.

This slight difference in Resting-weight constitutes the
difference in Basis between Staccato and Tenuto, or Legato.

§17. The first (or lighter) form of Resting does not assist
key-depression. The second (or heavier) form does ;—being
slightly heavier, it suffices to overbalance the key into de-
flection.

Both forms of Resting serve to tell us where the keys are,
and their resistance.

§ 18. The absolute gp is obained by employing this second
form of the Resting, unassisted by any Added-impetus.

§19. The Added-impetns (Energy momentarily applied
to the key during descent) is meanwhile required in all
touches (except in ppp-Ten. or Leg.) to induce the requisite
tone-amout and quality.
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§ 20. This Addedimpetus must sbsolutely cease to exist at
the moment that sound-emission begins,—in Legato as well
as in Staccato.

§ 21. The Added-impetus can be provided in the
following thres forms of Touch-constraction or formatio

st Spacies : Finger-exertion alone, with passive hand
and self supported arm.

2 Spacies : Hond.exextion behind the finger, with self-
supported arm.

39d Species: Momentary lapse in arm-support, behind
the hand and finger exertions.

§99. The Muscular-components which provide the Act of
Touch are therefore: (2) Finger-exertion, (b) Hond-exertion,
and (c) Arm-weight.

§ 23, The sensations of correct touch are hence always Ur-
waRDS—upwards by resction from the key, against knuckle
and wrist.

This, because we can only positively el the actions of the
finger and hand, and not the operation of arm-weight, since
the latter is derived from lapse in muscular-exertion.

§ 24. Movement during key-descent, depends on which of
these three components is slightly in excess of the other two
ab the moment. The resulting distinctions of movement are
termed : Finger-bouch, Hond-tonch snd Arm.touch.

§ 25. The third Species is available in either of two Sub-
genera: either as “ Weighttouch ” or as “ Muscular-fouch.”
This, becwuse the of the three touch
may, in this Species, be started cither (s) by Weight-release—
that of the arm, or (b) by Exertion—that of the finger and
hend.

The fizst makes for roundness of ton; the second for brill-
iance and even hardness.

§ 26. Hardness or harshness is bound to ensue if we ap-
ply arm dowa-foree to any apprecishle exteat, and when we
apply oux efforts o fur down in key-descent.

§ 97. We should therefore be careful always to play “only
to the sound.”
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§ 28. Quality of tone is moreover influenced by the two di-
verse Attitudes of the finger and upper-arm, respectively
termed, the  Clinging ” and the * Thrusting.”

The first Lelps towards sympathetic (and carrying) tone,
the second towards brilliant (and short) tone.

§29. It is the condition of the upper-arm (or elbow) that
determines in which of these two ways the finger shall act.

§ 80. Most of the finger's work must be done by the Knuckle-
phalanx; this applies equally in clinging and in thrusting at-
titude.

§ 81 To obtain the most sympathetic effect, we must pro-
vide key-descent through the co-operation of the clinging atti-
tude with the third species, in the latter's weight-initiated
form.

§ 82. Arm-weight, when employed in the Added impetus,
must automatically cease its operation—in response to theac-
curately-timed cessation of the up-bearing stress at the wrist-
joint.

§33 The transfer of the Resting Welght sbould likewise

process, by the
cossation of the supporting duty of the ﬁnger last used.

§ 34. Perfect freedom is imperative in all the movements
and muscular actions employed in playing,—freedom from
contrary-exertion.

§ 35. Rotary-freedom of the fore-srm must be insisted
upon, as well as horizontal and vertical freedom of the wrist-
joint. Rotary actions are required for every note,

TLiack of rotary-freedom, especially, is one of the most com-
mon fsults, since the here continually required adjustments
mostly remain invisible.

§ 36. The shoulder must be st such a distance
from the instrument, as will enable the arm to be
opened-out almost jnto an obtuse angle, thus
enabling us fo employ its Weight when required.

We must be seated sufficiently distant from the instrument
$0 admit of this.

Part IV, on
Position:
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§ 87. o st dstinguish betwosn the * fat " and “ benk ™

of the finger, that resp om-

pany e Clinging snd Thrusting sttitudes, and their corre-
Jated upper-arm conditios.

§38. The wrist and hand must copstently adjust their
position laterally, so that we can easily connect fingering-posi-
tions by means of lateral movements of the thumb, stc.

The wrist must mesnwhile be neither too high nor too low;
and it must change its height, slightly, when the thumb al-
ternates between black and white keys.

§ 99. "The hand must be level, since the little-finger would
otherwise be placed at a disadvantage. More important still,
the knuckles must never be pevmitted to fall in, s a normal
position.

§ 40. The fingers should not move during key-descent, ex-
cept in Finger-touch.

§41. The thumb, in its normal position, should be well
away from the hand, and its mail-phalanx should slways bo
in the same line as its key, unless it s required upon two keys
simultaneously.

§42. Above all things, we must always insist on being
properly in position over—and even on—each key, before
using it, so that Energy can be applied to it, vertically.

§ 3. Tiach of the keys forming a passage must not be con-
ceived as a separato unit;—esch key’s position must be con-
oeived and must be fond as @ partioular distance from each
preceding key, or set of keys.

§44 In conclusion :

The student and tercher must onco again be warned not
to forget the purposs of Teckniquo whilst studying its neces-
sary details. The reminder is essential, for in studying these
details, the mind is apt to dwell on one aspect of the problem,
to the almost complete exclusion of the others. Thus,
in endeavouring to secure the visiblo effects of correct Position
and Movement, we are apt to forget that these are quite sub-
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sidiary to those of correct Condition—the muscular sctions
and inactions regaired of us by the key, at the moment.

Again, althongh we may ot lose sight of this more
important matter, we may so concentrate our mind on the re-
quired Muscular-conditions, as to cause us to forget to apply
these, accurately-timed, to the key ! And even if we do not
forget this, we shall nevertheless feil, wnless we do meanwhile
uso the key only in response to the promptings of our Musi-
cal-sense ;—for * Excoution * itself should always be prompted
by the performer's wish to give expression to his Musical-
sight.

Hence, we must study the details of Position only for the
sake of obtaining the Muscular-act at its easiest, and we must
apply the lattor only in amswer to the resistance the keys are
constantly offering vs in varying messure. And while thus
muscalarly judging the key, we must do 50 solely for the sake
of the Musical-effect pereeived to be necessary by our musi-
cal intelligence and feeling.

In short we must apply Energy to the key, only in strict
response to what we feel is there needed to fulfl the Sound
we musically wish st that moment.

A final Summary follows.



FINAL SUMMARY

OF SOMF, OF THE 3MATX TECHNICAL POINTS TO BE INSISTED UPON IN
TRACHIYG OURSELVES AKD OTHRRS.!

L. We must remember : how sound can only be made through
key-movement ; and how beauty of tone can only be obtained by
insisting upon the gradual depression (gradual propulsion) of each
key; and how we must listen for the beginning of each sound,
if we would accurately ¢ain ” the efforts by which we intend to
produce it.

II. We must remember : how Touch cousists of the two ele-
ments, the Resting and the Added-impetus ; how the one is con-
tinuous and the other not only dis-continuous, but always as
shortlived as in Staccatissimo. How the act of touch is
muscularly mainly built up of the three components, Finger and
Hand exertion, versus Arm-weight, etc., and Why we must there-
fore always feel the act of touch as one of leverage upwards.
How thes¢ components can be combined into three main species
of Touch-formation, of which the third offers us the two great
distinctions between Weight and Muscularly-initiated touch, with
the consequent divergences in Quality of tone; and how Quality
is further influenced by the opposite Arm-and-finger conditions re-
spectively termed Clinging and Thrusting. How Welght
must be ceased automatically, aud how this also applies to the
act of transferring weight in Legato. Also the great im-
portance of insisting upon the Rotary-adjustments of the fore-
arm; and how the doctrine of Ease implies perfect freedom from
contrary-exertion in all the movements and actions required, in-
cluding those horizontal ones of the Hand and Wrist.

T These last Summarles are useless, unloss tho preceding portions of this
otk have been studied.
£
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III. How Position, whilst mainly a result, and not a cause,
includes nevertheless some points of importance: such as the
sufficiently-opened arm; the difference between the raised beat
and flat finger; the lateral adjustments of the hand; and the
teaching, that every key must be felt before being played, and
must be found s a lateral distance from its preceding fellow.

IV. Above ail things, we must always remember that the ul-
timate purpose of our study is not to abtain correct Movements,
nor correct Muscular-habits, but tiat our purpose is to obtain Com-
mand over Musical-expression. ‘With this purpose in view,
we must, in playing, constantly fee/ key-resistance, so that we
may thus be muscularly prompted to fulfil the requirements
both of Key and Music.

Good tone-production can in fact be thus defined : —we must al-
low Key-resistance and Musical-sense to prompt us easily to move
each key at requisite speed and increase of speed, to a definite
Place in Time and Key-descent.

Y2
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THE FALLACY OF “ POSITION* WORSHIP

Norz X1 ‘To § 3, Clapter XXIL, page 273 : Most of the *“reaching"
of Technigue, hitherto, scems to have condisted in insisting upon the sdoption
of snch oiotle aniudés during vest aud wovement, 8 Live heen ex]

cocsstu pleyers during porformunce i fabacionsly assumed,
s i one couid oxly acosid T maiciog Position and Movement camspana
Thos exbibiied, thet the result 4s o tone and agility would also oo

the previous chapiars have Cemonstrated the fact, that it is almost en-
tirely upon the paruticlar cONDITION of Action a1d Insctlon of the arm, hand
e 3 3

forcos against the key in the samo maaner as be, nor that our tonal results
would prove, o T, ogiag 10 the fact thst Position and. Movoment
give indication o ‘museulsr.
Soton and rolease which alone fomm the e cause of all tonal.eflect, it s ob-
L R T e R ol
of 20 avail, unless we also Zmppen o bt upon the reguired (but idden) mus-
ar, that pro-
vided we do adopt the ‘correct Condition o( the limb duriog kcv -descent, and
3pply such muscalsccondiion o e keyto proper messure sad proper time,
il orrect Position and Movement mast Almost of necosity arise s a result
Trom wich lu]nlmem of the laws of Key-ireatment.
e may woll marvel at the Qispiny of mechanienl ignorunce, want of
pomer of lyels and observation Gxhbiied by teashers ond - arlste. wi
havo spent their whals lives in andeavouring (o help others to do the rght
things echieally, whilo they beve nereriholess Joially fnitod w observe those
most abrions ru imentary facts of muscular-action and key-action that form
it GRUSOTCSPOCHIYELY o techndcal ailirs and sucess, Toti n themaselves
e B ellemacii
lock would be inoredible, Bid we not every dny Bnve
 temepmbor how rksome most aristio nafures il
amiysis and Iogical reasoning. The consequence has been, that even the m:
celebrated teachers of this lnat geniury bave wotally filed to Jisoorn the g
Caises of (o Dermts 0) G000 Tebmicnethe o, B € of the Pieno, as fous
2 earrect Koy-imanimmeats inwirmental and mistutar
For insiance, in a worl published lust year, putporting to teach Techuigue,
and which 3s avowedly the “only authorised pablcatlon of the teachings” o
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the jusil

| e Il o lnd gy descrp-
o the oo s 1 Sep s en ok s Pl a7 desrlp
il adei sivea selativaly o toneprodction, eles almost exclusively on

Position and on Movement, and ou the pracice of carefully-planned met

of Note-practice,—on zxarmses, the praciics of which dos not, however, in the
least ensure that the leamer will bappen to_discover for bimself HOW ho
should uas {he Key or his owa muscles se.~at Le5 FeAtIAGRE 48 smikce
Tar-habit should be, in vvnf its manifold aspects!”  Thus, on referring
to tuis work, Chuptés X1

Touch-eatietles” siter pertineatly quoting
““Qrest le ton qud joit . we find the following: " If the Canilens

ud_one should,

he laiter down
« Beaply by means of & rapid pward movement of the Wrish ol ;¢ weist
“<and finger Joints being fixed at this moment, "

“The”saine effect can also bs aitained by s quick, dowuward movement of
e Wit The it paut reiure fo s normal esfioo immodicely atte
+the note Ia sounded, while the Snger contiotes Hghily o hold
e nt B

own. 1 Staceato the Keys are ot 1o b pressed dow, nstes
“thynxem e sounded” (i.c., bit down) “from sbove.” “he dif.
iference Teimecn Fingers racacoato snd_ Wit jotat, stacesto’ depends on
(¢ ehether (it the Knucklo oiat or tho Wris-fola that provides he mats

({fore. Pingersaconto i pluying by mewns of thrown fngers, To st
Biacoatg, the bext nger 1 fhrown down upon the key by means S of tho

+ joiat. Atte ing of the note {Nach k b Sager

076 be immealatels sprang back by sesea OF the sl ol
paregraphs farther on we read, that the noise occasioned by the fingers tap-
ping or hitting the kieys * canzot be svoided in staceato” | It is even sug
gested_that this noise can help the musical effect * in burlesque moments™ |

o further advice s tendered as to the Act of Touch—as to key-treat-

act of Singing uch, although ther may be alowe to ftiow wuch act gf fonch
~oehen s compleias < apparent non-recogainion of th uacion
of Arm.weight, may mb\, pe stribuied & certain havdness in forte
passgces ofien o oserved in Lesehetzky puplls

i his does ot detract from the spleadid work done by this great Masler-

 Die Graudlage dor Wetbode Leschelisky,” Mal
S e e o it S avingi— b gy camw 4t gersalben sutmgeben—
durch i rachs EAPAESRCUABISEADE Feh aEvRrs den Fiager, e Tt fel REQerEn:
arfoxen
K Bvionsly. the * it o i it bere o 1o, a5 omions o oo
gtoe made byt of ot e dbiobad il homng ot P Shapt S0
—movestonta whidh certaiaty prove oF ueo provise oyed (e her Sk 5
S - e th cseaion () of o ACKEL 450 0 of 1 Wolgh. Tmadanly ot Stz 8
Deachied tha wes rivin, Whin 1 f th Welahbalement that Jirst cesson lis operation;
frr e TSR A G bl Bl e
ey,
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teacher ; for although hie results huve apparently been schieved aanost ens
tirely by empiric mebods, ot by force of good example, yet Lie has proved
Bimself o be one of the ginnts of the ninetceath centary.

e find the same fallacy—of relying mostly on the phenomena of Posi-
tion and Movemeri“cxiilited by Hose who profes fo teach the metbods

fadens was promwbly, e oad advacudof all tha well Kmowh sinetochiiseme
tury teachrs. He, for nsiance, ¢ c\ml) vecogaised the pecessity for the free
wrist, ond {is souree, the  cartied” arm : also he instructed in touch by
waight-roleasc, although bo porhaps bardly rocognised (i the Telcased
el of the wm wns the cause. (Jide i Dis Deppeacks Lehre des Kiaier-
1axD.) O reading tbis Jittio work ome clesrly perceives that
Beppe ltfuself 1must liave been, sble 10 ohiain the Frue © sympABATo™ WUC:
quality, and that he smulated his pupfls to do Jkewise. His idea of the
Hrmeurried hand lpaing - upen the ey, being indecd within seach of that
full realisation of the real facts of the case, which, after all, scems to havo
eluded bim. Aud this, in spito of what was truly o opumental striving after
{Truth 1z o uter espoctally when we tghe into consideration the siite of
absol: of firss priociples. disbelief fn there being any—in
I e Tound o mciealm o (PeR 2ot o 20, Dot ST

“PHE STRAIGHT FIPTH FINGER™

15 XIX.—To Xote of § 6, Chapter XXIIL, page 261 :—The doctrine that
(he e fmger should v beld s righi, oracarly Aq,evenm“b;—ul finger ” touch,
Js apoter of those Tulais, wlic, biing Szsharsen through fnacearaie Teo
e Tave thon hesoms 5 wadh he little Suger owes its fre.
e e wenimes i s Dot short, was (hehzgmmms 9 the fllacy:
he very fact of using it “fiat” while te other
e rounded form neccssar, for brillace, would Tace & m @ compar vaely

disadvantageous poton. o begin with, it would b more elasto thas the
others. This would also most likoly ead f s nttempted roentorcement, by
surrepiitious thrusts from th o else by & rotary poking action from the

hand; for it is diffienlt to vz the xaquii(le thrusting action of the finger, if
sve start with It straiglt,  We must remember that * thrusting touch » impligsa.

applied vertically to the key—and this we cannot do, if it is straight in the
PR nstance, o1 1t will they b gompelled t0 pull mwnrds apon, o key, ssin
clinging touch. Moreover, the Jittls fnger is

7 ek v S iy
ith it As already indeated, its appArent wonkness 4t the fostrument results
ost cases Trom failore 0 adjot the Fore acm Rotation-eloment to.its

e finger s 4 lever of the third order, it roquires no very high grade of
elementary mechanieal knowledge to prove how greas is the délusion that the
finger gaius fo pover by felng siraigitoned | Ot the contrary, since s mus-

orce is spplied betucen, the fulcrum (the knuckle) and the resistance
{he ko op) it follows that the trighior we hold the iger, the furtber of is s
work placed, tess 35 Tis power.

D oo apgument o o amotir form, e fingers mus
Place s n o s post o o st hate s ol ve
in as straight a oW as possi le—lsﬂ]c climax of foolish reasonin,

The ncarer the finger 1 spplied fo the edge of the key, the greator is the lever-
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age (or powen) exarcised over the ke, hence, again, we give the little finger
Jess power when wo sraiglten i, for i then, ipproséhes aearer the folerum of
the key |
Moreorer, the fngers form separate usle a5 o matter of fact; esch one iy
provided with it owa fndivi scles, . Evenoess of vesult is hance attained.
by the individul irainin, cach finger 1o fit it amongst iis fellows—
the muscles o che wetker ones are (BUGLT 0 exért themseives sigbtly more thra
those of fhe sicoger fingers. They are thus faught in creste the sams relative
effect upoo the keys, each finger at its own pariicular poim of contect rels.
tivelv io the others.
aucwhile, do not et s lose sight of the fact, that oveoness of finger
10020od, Aok 6o MUch BY kg S B gars ot snl SHunElh o HOaESOR0,
a5 by obedience o the luw, thet tho tone-making stvesses should all bo given g
sicict_response to what the keys thomselves suggest—by (heir Tesisiance.
‘That is, if we constontly watch Key-Tesisiace, a3 e should, then cach finger
il mére o ess waconscousty adapt el 10 th mecdsof e momoni, and
ical nid hen be obiained even f we

ke tho Angers i he e buvaed npsids dow

«7THE QIGH WRIST AND LOW WRIST DOGNAS™

XX.—To §21, Ghapter XXII. - While the hefght of the wrist i
perhaps the one_point if Position which loas; demands hard and fast rles

it s the unfinehing adliorenco i one o position that proves objectionsble. As
& rule quick pussgos ara found really easiest. with & higher writ, espectally
in the case ot doablernoies

o polat of rexl |mper!.\nz& (:s fnsised, upon fa Pt TIL) fs, that the
ot nd it is this necessity, imperfectly recognise
has no doubt M o thess o oppostie doguags ob the sibject. Tius wo

recogmise its rext significance, 1t follows that our fnstinctive feeling may cause
us sligltly to raise Zhe wrist, stuce this 51l be more suggestive of che * dan-
ling” séusation of the loose-lying hand.  Conversely, if

singfog tonch, and have mare or less unconaciously recoguised that it requires
the looseleft arm o weigh the keys (and hand) down, such elastic and almost
flabby state of the wiistand kmickle (here required st the moment of key-
doscont) moy naburaly suggest o dropping-in of the wrist—nd evea of the

nuckle.

80 Tiitle, however, dnes tho actus] position of the wrist rlatively to thehand
influance opalrosulry it o mristjofut may at hmos e allowed 1o rse guite
high p, without io the lesst disturbing one’s Technigue. I lave seen

hirasel} assumo an absurdly exnggerated position of this b Gbssonsly e
zesalt of big unconseious sense of e corsect muscalar-condiilons) althongh ey
of course, did not affect it novmaly. 1 have also seen others imitating a simi:
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lar positon, or the opposite exaggeration,abclously hoping to nduce thersby
the much coveta pathetic touch ”; but as héy bad iof realised tho req-

i hgmiar con diions—of relly it thd By Tovs sowni el

‘movements were o aire oyt Saatortlnt ¥ad oaRmeTE:

T seetns almost superfidos to A, that uch grest alcerations of position
are not ouly nof required, but that they are 8lso In themselves not in the least
soggestive of the deired toual resulis] Nevertheless i i obyiously i this

Tyt the  methods ” have arisen—through Imperfc

2. Tor mmnee, " caporheity o Tave seomcd o e e an.
Penciaile syliogism 1 aey
The wrist-joint must be free.”
[y 1ot e wiis, arop, then the srst-joiat i fsfree
« Hence s dropped wrist (3
O ourms i WoOLd Fort s ble g, mare & 2ottt s, sowehusion
depends cn a mere word:quibble —For a dropping (o faling) wrist may cor-
taialy be assumed to b free at the moment, provided |
s et thas & ploced fn s dropped  or I positon, & 20 more accesarly
in 2 unresirained condition, Shan if it were placed Ligh, ot midway between
either extremes. The wrist-joint we musl remeniler, oty e s moms
us vided wone of those muscles
are allowed to 4, hat a7 opposite 1 Tupciion to fhose required of the Aoger,
St ond armAnd e Vet ok a1y e, s T 5 30 it only verti:
cany, but also horizontally, and rotarily, a5 diseussed in Chapter XVIL (Vide
193, and preceding pages.)

ParTEe in Grear Bareand sx Lows & Bavoone (Panvrans] Liiten, LownoN, NW.10
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almost world-wide revolution been accoraplished in
S5 Short a space of time. Truy of art 8id Schumsan sey, B Bt 4
Lernens kein Ende.

Crown 8vo. 6s. od.
THE FIRST PRINCIPLES OF
PIANOFORTE PLAYING
Being aa extract from the Author's “The Act of Touch.” Designed
for School use, and wish fwo cdditional chapiers— Directions for
eamers and Advice to Teachers

Crown 8vo. 35. od.
COMMENTARIES
ON THE TEACHING OF PIANOFORTE TECHNIQUE.
A Supplement to “The Act of Touch” and “First Principles.””

Quarto. r2s. 6d.
RELAXATION STUDIES
In the Museular Discriminotions required for Touch, Agility ang Ex.
in_Pianoforte Playing, bound (150 Dages, 410), wita
Pomerous Tiustrations and Masical Examples: with ' portisit of

Quarto. 2s. 6d.
“THE PRINCIPLES OF FINGERING, LAWS OF
PEDALLING, etc.
An Extract from above.
BOSWORTH & GO. LTD.



IR AR
128 295

TVYSUIAING

Advaan



