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A Course of Piano Lessons Lesson No. 11
By WILLIAM H. SHERWOOD

Physical Exercises, in Up and Down Action, Preparatory to the Use
of the Hand and Forearm at the Piano

As a preparation for the many uses of the hand and forearm at the keyboard, we wish you first to learn to discriminate, by
means of the following physical exercises, in the use of the five different joints (the shoulder, elbow, wrist, large knuckles and second
joints of the fingers) of the hand and arm, which can be used independently of each other in making movements up and down.
Although some of these exercises, viz: Nos. 1, 2, and 4-a, are not to be practiced at the keyboard, yet they are appropriately

included in this lesson, because the physical control or staying power they develop in the muscles of the upper arm and shoulder, is
directly applicable, as well as indispensable, to practical keyboard technic.

Every player, in order to avoid “‘breaking down,” in long, crescendo runs, octave passages, etc.—requiring sustained effort—
must cultivate reserve power. This'is the ability to properly balance the ‘‘extensor’” or /ifting muscle, by means of which he can
secure adequate poise of whatever preparatory position may be required before playing, against his ‘‘flexor’” or lowering muscle, which
is used in the act of playing. 'This balancing of the player’s forces, is, at once, the secret of his power of endurance and of his
control over agreeable tone quality of whatever variety (in staccato or legato), or of degree (from pianissimo to fortissimo).

In their zeal for striking the keys, this all important matter of due preparation is far too generally neglected by both teachers and
students of the piano—with disastrous tonal consequences as the result.

The root of a thing is seldom seen on the surface, and the student will sense the full value of this discipline, only in proportion

as he gains the desired control through daily practice of these movements, and learns to apply the same to musical purposes, as
directed in subsequent lessons of the Course.

In addition to the directions given for
the practice of each particular exercise,
the rules enumerated below must be
strictly observed in a// of them.

1.—Before beginning any movement observe the
precise position for the movement as shown
by the given illustration.

2.—Practice each exercise, first, standing erect
and away from the l\eyboald the better to
observe necessary detail—although Exercises
Nos. 3, 4-b, and 5 are avallable also, at
the piano.

3.—Always practice these exercises in the precise
order herein illustrated.

4.—Before beginning any movement make sure
that the muscles are in an easy, relaxed con-
dition.

5.—During the practice of every exercise, while
mzaking the required actton from any one
joint, take pains not to bend any of the
other joints in question. In making this
distinction, however—in order, to avotid all
overstrain and stiffening of the muscles—be
careful to exert only such moderate tension
as is needed to hold the non-bending joints
quiet and steady, during action atthe moving
joint specified.

6.—Avoid all sudden, jerky motion, by prac-
ticing every exercise slowly and steadily,
with absolutely even balance between the
lifting and lowering energies.

7.—It is especially desirable to begin the day

with this physical drill. Pupils of normal
strength should practice each exercise from
four to six or more times in succession,
alternating the practice of each, between the
right and left arm, or member in question.
And, instead of doing all of the exercises
at one practice period, the student should
distribute them, in orderly succession, over
all of the daily practice periods, in order
that he may have time to keep due propor-
tion between the muscular and musical
efforts required for his artistic development.

Exercise No. 1
To Move the Arm from the Shoulder

In preparation for practicing this

ex.ercise, hold the arm close to the body, [ - ' ;
with the finger tips aiming straight = -
Illustration No. 1-a downward. Concentrate your thought Ilustration No. 1-b
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upon the condition of the arm. Is it stiff and full of tension, or is it free and relaxed ? Relax it thoroughly, letting it hang as a
dead weight. Now, if you attempt to raise it in this condition, the joints of the elbow and wrist naturally will bend. This is not
correct. Therefore, get just sufficient control of these joints so that they will not bend, and yet be careful that there is no stiffness
of the muscles. Now, lift the arm slowly and steadily, bringing it up in front of you to the position shown in Illustration
No. 1-b. Do not swing the arm up suddenly, but lift it gradually, observing, at the same time, that the muscles of the
shoulder bear the weight of the entire arm. When you have raised the arm to the position shown in Illustration No. 1-b,
bring it slowly back to its original position. In bringing the arm down in this way the muscles of the upper arm and
forearm will act as a restraining force. The tendency will be for the arm to drop suddenly, but by moving it back slowly the
muscles will be given exercise that
will assist you in developing them
and in getting control over them. |

Exercise No. 2

To Move the Forearm from
the Elbow

Holding the upper arm close to
the side and slightly in front of the
body, as shown in Illustration No. 2-a,
move the forearm up to the position
shown in Illustration No. 2-b; then
move it down again to the position
shown in Illustration No. 2-a, its full
length of stroke. Keep the wrist and
fingers in an unbroken line from the
elbow, however, and be sure to hold
the upper arm close to the side, with
just enough restraint to keep it steady
during the forearm action.

Exercise No. 3
To Move the Hand from the Wrist

Keep the upper arm at the side,
as in Illustration No. 2-a, and the
forearm in a fixed position, held in
front of the body and at right angles
to it, with a straight line from the
wrist to the finger tips. Move the
hand, from the wrist, alternately up
to the position shown in Illustration
No. 3-a, and down to the position
shown in Illustration No. 3-b, using
the fullest length of stroke possible.
Some students will probably be able
to move the hand farther up and down
from the wrist than herein illustrated.
When practicing these exercises, care-
fully discriminate between the acting
and the restraining force. In the case
of the hand action from the wrist, the
hand is the acting force and the fore-

Illustration No. 2-a arm the restraining force. An uncon Illustration No. 2-b
trolled tendency would be to allow _ :
the forearm to sink with the up-hand motion, and to rise with the down-hand action. Such tendencies must be avoided and overcome.

By careful analysis of the condition of your hand you will get to ‘‘sense’’, when practicing this exercise, the weight of the
hand, which is perfectly controlled, but is not stiff and tense. This exercise, if practiced carefully, will be of special help to you
in enabling you to control your hand in playing rapid, light work. There is always a tendency to allow the weight of the hand to
rest too heavily upon the keys. This interferes with good results in rapid work.

Illustration No. 3-a Illustration No. 3-b



Exercise No. 4-a
To Move the Fingers from the Knuckles

Starting with the hand extended, as shown in Illustration
No. 4-a, with the forearm in a perfectly level position, again at

Illustration No. 4-a

Exercise No. 4-b

To Move the Fingers from the Knuckles

Hold the hand in the usual playing position, with curved
fingers, as shown in Illustration No. 4-c, and move the
fingers in unison down from the knuckle joints, as shown in
Illustration No. 4-d. ‘Take great care to prevent the hand at
the knuckle joints from rising with the down motion of the
fingers and from sinking with the up motion of the fingers, or
otherwise moving in an uncontrolled and unnecessary manner.

Illustration No. 4=¢

Exercise No. 5

To Move the Tips of the Fingers Starting
from the Second Joint

Holding the hand extended, with the knuckle joints firm
and in a straight line from the wrist, as shown in lllustration

Illustration No. 5-a

right angles to the body, and with the elbow at the side, move
the fingers from the knuckle joints down to the position shown
in lustration No. 4-b; then up again to the position shown
in Illustration No. 4-a.

Illustration No. 4-b

In Exercises Nos. 4-a and 4-b the muscles of the hand are
exercised, while the wrist and forearm are kept relaxed, as usual.
The knuckle joints act as pivots and the fingers are moved up
and down from these joints. The tendeney will be to allow
the knuckle joints to rise when the fingers are moved downwards.
Unsteady knuckles must be avoided.

This exercise will aid you in loosening all the knuckle
joints and strengthening them, and it will particularly strengthen
and develop all the muscles in the main part of the hand.

Illustration No. 4-d

No. 5-a, draw in the tips of the fingers from the second joint
to the position shown in Illustration No. 5-b. Notice that the
fifth finger is held slightly lower than the others, inasmuch as
it is a shorter finger, which, to make a no longer stroke than
the others must be held in this position. Take care, however,
not to sink the supporting Znuckle of the fifth finger.

Illustration No. 5-b



The Same Exercises in Other Positions

The Foregoing Exercises Should All Be Practiced with the Members in Different Positions
From Those Given, as Explained in the Following Paragraphs

Do not attempt the practice of these additional exercises, with their respective changes of position, until you first fully understand
how to practice each of them in its original position.

It will be found useful for the further physical training of the player, to practice a given exercise to the right, or to the left,
of its original position. As a result, other angles of position are formed by the movement. The following illustrations sufficiently

indicate such possibilities of changed angles. Always be careful to secure steady control over any position before beginning the
movement.

These three pairs of illus:rations all show the exercise of the right arm from the
shoulder. Illustration No. 6 (a and b) is a mere duplicate of Illustration No. 1
(a and b) at the beginning of the lesson. It is here repeated in order to show the
contrast between the exercise as first illustrated, where the arm moves up and down
in front of the body, and the same exercise of the arm from the shoulder, with the

differences of angle given in Illustration No. 7 (a and b) and in Illustration No. 8
(aand b).

In Illustration No.7 (a and b) the arm swings upward and outward to the right
-of the body, from the position at X to that at Y, then back to X.

In Illustration No. 8 (a and b) the arm swings upward from X to Y to the left
and in front of the body, then back to X.

In Illustration No. 6, the angle that the plane of the arm, during its swing
upward, makes with the plane of the body, is a right angle. In Illustration No. 7,
the angle is an obtuse angle; while in Illustration No. 8 it is an acute angle.

In practicing this exercise in the different angles of position, the rules requiring
restraint of joints between shoulder and finger-tips must be observed.

The other exercises should also be practiced with corresponding changes of
position to right and left of those shown in their respective illustrations.

All of the exercises should be practiced with both arms and both hands; but, of
course, not at the same time.

Do not neglect to practice each one of the exercises in this lesson slowly and
steadily, taking care to observe the rules given in the first part of the lesson. How
many times to repeat an exercise is dependent upon individual physique. If performed
with moderate tension, not long enough to cause undue fatigue, each one of the
exercises should afford inestimable benefit to the physical development of the player.

Illustration No. 6-a Ilustration No. 6-b

s
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Illustration No. 7-b Illustration No. 7-a Ilustration No. 8-a Illustration No. 8-b



Siegel Myers (brresmrxdel\ce Shaol 7 Music

STEINWAY - HALL - CHICAGO-
Piano Lesson No. 14

Illustration No. 1 Composed and Edited by William H. Sherwood Illustration No. 2

Forearm Action with
Fixed Finger Control

Hold the hand over
the keyboard in the po-
. sition as seen in Illus-
tration No. 1. Keep
the upper arm and el
bow firm and motion-
less and near the side of
the body Slowly lower i
the forearm, wrist and hand to posmon as seen in Illustration No. 2. With wrist leading up slowly, lift fore-
arm and hand again to position as seen in Illustration No. 1. Repeat this exercise a number of times with
each hand separately.

The most careful attention must be given simultaneously to both the wrist and knuckles, as well as to
the fingers. The wrist must be absolutely free from all tension or stiffness. The hand at the knuckle must
be controlled and held steadily in position, not moving up or down when the wrist and forearm move up
and down. To do this, it takes a great deal of concentration and practice, and you are not expected to
acquire such control in one lesson. We only hope to have you understand what we wish you to do and to
have your efforts directed intelligently in the right direction. This exercise requires the use of lifting
energy, so as to prevent forearm and hand from bearing any weight during the practice.

Aids in Gaining the Right Feeling and Control in the Knuckles and Fingers

Hold a ball or other round object in your hand. ‘Do not have the object heavy, but have it as large
as you can comfortably grasp. While holding it, raise and lower the hand slowly from the wrist. The
effort to hold the ball keeps the knuckles and the fingers in the same position when the hand is lifted or low-
ered. This is the independent control and position we wish to gain when the fingers are not holding the
ball and are unsupperted.

Another exercise: With the hand in playing position, hold a pencil between the tips of the thumb
and fifth finger and raise and lower the hand from the wrist.

Then without any support for the fingers keep them in the same position, as when holding the pencil,
while raising and lowering the hand from the wrist.

Close the hand, and with fingers and elbow touching a table, undulate the wrist up and down. Then
hold the ball in the hand and move the wrist up and down in the same manner. The object is to control
the fingers and hand and at the same time to have a free, easy acting and light wrist and forearm and a
controlled, #nmoving upper arm.

When studying and practlcmg these and many other exercises, the pupil should remember that they
are designed as helps in gaining independence, control and strength. He is not to play always in any given,
set way. The more perfectly he can do the exercises, and the more independent control he has, the more
free and versatile will be his playing.

Exercise No. 1 is for the right hand. Exercise No. 2 is for the left hand. During the quarter rests
the hand is to be held ia the position as seen in Illustration No. 1. When playing the hand should be
in the position as seen in Illustration No. 2.
The dotted half notes receive three counts. "A
dot placed after a note adds one-half to the .
value of the note. Play slowly, endeavoring to = - - . ) w5
have free, easy wrist and controlled hand and
fingers. Move slowly and waz¢ at each high

1 . £ o -
and low position alternately. % : e
= | 1 i ] 1
t 1

Exercise No. 1

-
===

Copyright, 19-6, by Siegel-Myers Correspondence School of Music. All rights reserved.
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The Scales of D Major and B Flat Major

In Illustration No. 1 you see the scale of D Major, written without the key signa-
ture and with the sharps placed before the tones F and C.

In Illustration No. z you see the same scale, written with the key signature (two
sharps) placed after the clef sign. The use of the signature avoids the necessity of
covering the page with chromatic signs.

In Illustration No. 3 you see the scale of B flat Major written without a signature,
and in Illustration No. 4 you see the scale of B flat Major written with signature.

Play the scales with one finger, name the degrees and measure and study them as
was explained in Lesson No. 13. The additional sharps or flats are necessary, as you
will observe, in order to make the whole steps and half steps occur in the correct order.
Learn to write and recite readily the tones of the scales, both ascending and descend-
ing.  When writing or naming the tones of a scale, always name and endeavor to hear
the correct pitch of each tone. Do not say or think F when you mean F sharp, or B
when you mean B flat, etc. Learn to locate the letter names of the different degrees
when selected at random. Learn to sing the different degrees of the scale and to name
them if played by another. Play a scale through one octave to fix the key firmly in
your mind, and then sing the different degrees of this scale at random, both above and
below the key-note. After endeavoring to sing a certain degree of the scale, play it to
test your correctness of hearing. Have a friend play the several tones of the scale and
learn to ldentlfy them by hearing them. Of course, you should not see the keys played

by your assistant is this exercise. Music is sound, and you must learn to Aear correctly
all that you play.

Illustration No. 5

The note on the first space above the staff is B.
The note on the first line above the staff is C.
:The note on the second space above the staff is D.
iThe note on the second line above the staff is E.
H : The note on the third space above the staff is F.
’1 he note on the third line above the staff is G.
i iThe note on the fourth space above the staff is A.
{The note on the fourth line above the staff is B.

Myers (orrespondence Thao

CHICAGO-

@! 7/ Music

Composed and Edited by
William H. Sherwood

Scale of D Major.

Il11.No.1.

g c4 D
¢ O O
,@” IlI.No.2.
bl o | o L\ Y S
= — O —O— 1 —
) b
SIlllNo 3b
caleof B Ma Or.
J '\ %”%r
W 4 L:\ AN\ ‘\\'V“J : f o A K_?
e e e
¢ DV N~
¢ Ill. No.4 _— o O
17 — o P [N s
¢

Notes on Added Lines Above the Bass Staff

When the notes above middle C are written in con-

nection with the bass staff, they are found on added lines
and spaces above the staff. You will observe that the
note on the second space above the bass staff is at the
same pitch as the note on the first space below the freble
staff. The note on the second line above the bass staff
is at the same pitch as the note on the first line of the

Supplying mentally the treble staff or

the eleven-lined staff is a great aid in reading these notes.

A Reverie

A Reverie might be called a day
dream expressed in music, and con-
sequently should be played sweetly

Q. = treble staff, etc.
’ gf — — (See Lesson No. 1.)
Andant A REVERIE.
naante.
38— 2 %\3 50—

\) =

1
e e e e e
' .‘- " : ' .
,‘; L —3 \2 3 , 3 4
" 5 = Xy +oF o | 1o o
= L o N W I e s
v L) Al LE 12 1]
——— \l 0/ 5 4_
—%—31—2{—!——2—3{—14—3' 0 =
2 2 T
(2 L\ .
P Y
R
)] : ritardando
g S S & S } |
B e attemet e el |
o 1@ & < 50
+ 5

and dreamily. The word “Andante,”
which is written at the beginning of
the composition, is Italian. Itis pro-
nounced dn-ddn’-ti and means moving
moderately slow, but distinct and flow-
ing. “Ritardando,” which is written
near the close of the composition, is
also an Italian word. It is pro-
nounced re/-tir-ddn’/-do. It means to
have the music grow gradually slower.
These and similar musical terms will
be used in succeeding lessons to de-
note different degrees of tempo, that
is, rate of speed.

Observe that a portion of the left
hand part is written in the G clef.
Make the melody more pronounced
than theaccompaniment, From meas-
ures g to 12 the melody is in the left
hand part. The first note in measure
14 is the first A below middle C.
Observe that the composition is writ-
ten in the key of D Major, and con-
sequently F and C must always be
sharped, unless they are cancelled.
Also observe the accidental sharps.
Play legato with both hands. Review
and apply all the instructions given
in preceding lessons for clear legato
finger technic.

Copyright, 1906, by Siegel-Myers Correspondence School of Music.
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Piano Lesson No. 17 i oo

Exercises for the Independence of the Four Different Joints of the Arm, Hand and Fingers, which
are Used in Making Moves Across the Keyboard

These exercises are very little known or practiced by the majority of piano teachers and students. This is much to be regretted,
as they are among the most valuable aids towards government and facility of execution at the keyboard. The study (control and
exercise of the muscles of the arm and hand), in addition to the use of the fingers, makes it possible for you to do your best work in
technic. If you are only willing to play notes hurriedly, with your eyes fixed on the printed page, you will have to be content to be
at best, only a mediocre player. To be an artist, you must have the patience and willingness to examine and test every means by
which you can produce tone and effects and control your execution.

In playing scales, broken chords, arpeggios and all kinds of passage work, every one knows it is necessary to move the arm
and hand across the keyboard. If you do not study how to do this skillfully, with a view to producing artistic effects, you will
greatly handicap your progress. On this account we emphasize the absolute necessity of special training in lateral movements.

These exercises, and also the ones already given for the up and down action of the hand and arm, should be practiced for a
few minutes, not only for this one lesson, but daily, throughout the course of the pupil’s music study. They should first be practiced
by the pupil stending and eway from the keyboard. Such practice should alternate with practice at #ke keyboard, when the pupil is
more familiar with the exercises.

Exercise No. 1—To Move the Arm from the Shoulder

Hold the arm out straight from the shoulder to the tips of the fingers. Keep the back of the hand level and the palm of the
hand down. Move the arm right and left, steadily, to its fullest length of stroke. Do not bend the elbow, wrist or fingers.

Exercise No. 2—To Move the Forearm from the Elbow

Hold the elbow at the side a little forward of the body. Hold the hand extended, palm down. Move the forearm right and
left at right angles with the body. Hold the wrist and fingers steady enough to avoid extra movements. Take great care to hold
the elbow at the side. The length of stroke of the forearm is rather limited under such restrictions.

Exercise No. 3—To Move the Hand from the Wrist

(¢) Hold the forearm extended as in Exercise No. 2, palm of hand down. Turn the hand as far as it can be turned right and
left. Keep the fingers straight and the hand level during this exercise.

(/) Hold down a key with the third finger (or touch the edge of a table). Keep hand level, palm down as before. Also keep
that part of the arm above the elbow steadily at the side. Then move the wrist right and left as far as is possible by using a mod-
erate effort.

Exercise No. 4—To Move the Fingers from the Knuckle Joints

Hold the hand extended and move each finger in turn, one at a time and several times in succession, right and left, to its fullest
length of stroke. Almost all players are accustomed to moving the thumb right and left, but few attach any particular importance to
similar independent exercises for the other fingers. These exercises are most essential and important in piano playing. A finger,
when moving right ahd left, should be kept either higher or lower than the other fingers during this exercise. Try particularly to
make all the other fingers
keep down when using the A.B.C. MELODY. (Adapted.)
moving finger in a high Mozart
position, or wice versa.

The A B C Melody is
not given to illustrate the
crossing exercises, but is a
simple melody well worth

learning. Play it at a mod- i
erate rate of speed and gﬁ o ¥
endeavor to make it sound 1

tuneful and pleasing.
Cling to the melody tones
their full time value and

! 1
1

:

T —

N
-
(-]

Tk elmll
H- all

:$ S [tenl¥ |op
1‘.’43
=

make themsound as legato I Jl = n " I J|  — r—

as possible. Observe the £, 5 o ] I ] d—o 1 1
fingering as marked. The 20 & @ 4 g’—ﬁ 3% o & H %
alto and bass voices on

the first beat in measure | 1

six are at the same pitch,
middle C. The fingering \{=
is marked for both hands.
It is well to play this note
with only one hand, but
recognize the fact that the _ {

—
tone represents two voices. v
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The two stems on the note
Cinthe eighth and twenty-
fourth measures indicate
that both the soprano and s =
alto voices are represented
by that note.
The fingering in the second measure and in similar caszs, is changed on the repeated notes # order to prepare the hand for what
follows. The principle of preparation, in one phas: or another, largely underlies a logical method of piano playing.
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Free Crossing Exercises at the Keyboard

The practice of arpeggios should precede the practice of scales. The control of the sideward acting m}lscles gf fingers, wrist and forearm, necessary in
aying both, is more readily learned in the practice of arpeggios. The distance between the keys used in playing arpeggios is greater than the distance
stween the keys used in playing scales. You can develop flexibility, suppleness, strength and elasticity; also stretcthing powers and independence of the

>ting parts for their best use efterwards, in small distances, through first making the longest strokes. This is upon the same principle that pupils learning to
rite in school make capital letters before making small ones.

Illustration No. 1

Exercise No. 1 Hlustration No. 2

Place the hand on the keyboard in playing
position, the fingers lightly touching the keys.
Move the forearm right and left as far as possi-
ble, the fingers skimming the surface of the keys.
Repeat the exercise, holding the fingers about an
inch above the keyboard. Keep the fingers
directly parallel with the keys. That is, if a
straight line were drawn from the middle of the
wrist through the middle finger, it would be ex-
actly parallel to the lines between the keys. To
keep this position of the hand necessitates a grad-
ual turning of the hand at the wrist in the oppo-
site direction to the movement of the forearm.

Exercise No. 2—Expansion and Contraction of the Hand

In Illustration No. 1 you see the hand extended to its fullest length of stroke from the tip of the fifth finger to the tip of the thumb. The other fingers
e held above the keys. In Illustration No. 2 the hand is contracted, with the tips of the thumb and fifth finger crossing each other.
Practice expanding and contracting each hand

parately until the hands are slightly tired. The A SHORT PI E C E I N F R EE C A N O N F O R M ¥

ercise should be practiced with the hand held

ately fast.
ove the keyboard, and also with the fingers Moder - i s . &
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intaining the correct position of hand and fingers. ‘ & = S —— e ——1
hen stretching the hand to its fullest capacity, the L ————rp — -
ndency is to stiffen the wrist. This must be care- e e

lly avoided. The above combination of efforts will
able you to gradually overcome the tendency to
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A canon is a dialogue of melodies. In a strict 5 -
non the second voice copies the notes, rhythm = o ——
d intervals of the first voice exactly, but always |
a definite length of time behind the other voice. - —
you walk towards the west at sunset your shadow —
1 follow a certain distance behind you. Similarly, 2 3 4 x
> imitation (second voice) copies and follows the ] ', +
ding voice. T I I ! 1

The above piece is not in strict canon form.
lere are two distinct voices, but they are not
actly alike. They might be said to take turns
ying tag and imitating each other. From meas-
s eleven to fifteen the piece is written in the key
D major. The change or modulation is made
ough the introduction of C sharp. JIn measure
teen the C natural indicates a return, or modula-
1 to the original key of G. The introduction of

LS s T - T —
1ew key containing one more sharp or one less : m — z
than the original key, is usually stimulating and ] : }

essitates a little more heroic treatment., Hence,
MF, which means (mezzo-forte) rather loud, and
crescendo sign in measures thirteen and four-
0. The return to the original key has a quieting
ct, hence the MP, which means (mezzo-piano)
ter soft, and the decrescendo sign in measures
een and seventeen.

Practice first with each hand separately. When
ying with both hands together, endeavor to hear
progression and meaning of both voices at the
ie time. Observe the fingering, the slurs and
marks of expression. This (—) mark means to
ent and cling to the note indicated more ear-
tly than to other notes.
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Piano Lesson No. 18  Compesed e ediceany

Free Crossing Exercises at the Keyboard

The practice of arpeggios should precede the practice of scales. The control of the sideward acting muscles of fingers, wrist and forearm, necessary in
aying both, is more readily learned in the practice of arpeggios. The distance between the keys used in playing arpeggios is greater than the distance
stween the keys used in playing scales. You can develop flexibility, suppleness, strength and elasticity; also stretcthing powers and independence of the

*ting parts for their best use afferwards, in small distances, through first making the longest strokes. This is upon the same principle that pupils learning to
rite in school make capital letters before making small ones,

Illustration No. 1 Exercise No. 1 .Xllustration No.2
Place the hand on the keyboard in playing
position, the fingers lightly touching the keys.
Move the forearm right and left as far as possi-
ble, the fingers skimming the surface of the keys.
Repeat the exercise, holding the fingers about an
inch above the keyboard. Keep the fingers
directly parallel with the keys. That is, if a
straight line were drawn from the middle of the
wrist through the middle finger, it would be ex-
actly parallel to the lines between the keys. To
keep this position of the hand necessitates a grad-
ual turning of the hand at the wrist in the oppo-
site direction to the movement of the forearm.

Exercise No. 2—Expansion and Contraction of the Hand

In Illustration No. 1 you see the hand extended to its fullest length of stroke from the tip of the fifth finger to the tip ot the thumb. The other fingers
e held above the keys. In Illustration No. 2 the hand is contracted, with the tips of the thumb and fifth finger crossing each other.
Practice expanding and contracting each hand

parately until the hands are slightly tired. The A SHORT PIECE IN FREE CANON FORM.
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The above piece is not in strict canon form.
ere are two distinct voices, but they are not
actly alike. They might be said to take turns
ying tag and imitating each other. From meas-
s eleven to fifteen the piece is written in the key
D major. The change or modulation is made
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than the original key, is usually stimulating and
essitates a little more heroic treatment. Hence,
MF, which means (mezzo-forte) rather loud, and
crescendo sign in measures thirteen and four-
n.  The return to the original key has a quieting
ct, hence the MP, which means (mezzo-piano)
ter soft, and the decrescendo sign in measures
een and seventeen.

Practice first with each hand separately. When
ying with both hands together, endeavor to hear
progression and meaning of both voices at the
ie time. Observe the fingering, the slurs and
marks of expression. This (—) mark means to
ent and cling to the note indicated more ear-
tly than to other notes.

q
14
CL—F
R
\\ X
iR
\
N
L 2 =

—1—

1 =
4 slower. - 2 e
{F ’.’ P £ f :
+ 1 |




SIEGEL-MYERS

Correspondence School of Music

Chicago, Ill. Composed and Edited

(4]
PIANO LESSON N 19. by WILLIAM H. SHERWOOD.

Combined Forearm and Finger Exercises.

Exercise N21 is for left hand. During the rest on the first beat hold the hand above the keyboard in the po -
sition as explained and shown in Illustration NO 1, Lesson 14. Have the fifth finger of the left hand aimingdown-
ward toward G. Lower forearm and hand, with loose wrist and firm,steady finger and play G on the second beat.
(See Ilustration NO1, Lesson 14 for position of hand and fingers,when playing.) Hold the fourth finger raised and
prepared to play. Meanwhile keep third, second,and first{thumb) fingers raised, away from the keys. Then play A
on the third beat, the fourth finger moving from the knuckle joint. On the fourth beat raise the hand and forearm above
the keyboard to the position explained for the first beat. When lifting the forearm it is necessary to slightly straight-
enthe fingers from the second and tip joints, in order to keep the correct position of fingers and hand over the key -
board. The upper arm and elbow are held at the side,firm and motionless. Follow the directions given for the first
measure,in entire exercise. Play the exercise through, first with the fifth and fourth fingers, then with the fourth and
third, then third and second and lastly second and first as marked.

Play slowly and deliberately, holding still at each quarter beat.

. . 5 %
Fmgermg:g 2 segue.

Play exercise N22 for rigzht hand and follow the same directions explicitly. The extra amount of care about such a
number of details, requires much attention and patience, but the definite results, in establishing a reliable and easi-
ly managed method for phrasing, fully justify the trouble. Such exercises should be fully analyzed anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit.

. .1
Fingering. 2 3 segue.
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“Flow Gently Sweet Afton”is an old Scotch air, Itisto be played with the combined use of forearm and fingers.
The melody written in the G (treble) clef, but is played with the two hands alternately. The notes written on the low-
er staffare played with the left hand. As this is a song, all of the tones must be played legato. The greatestcare must
be taken to connect the last tone played by one hand and the first tone played by the other. To do this,lower the
prepared hand and forearm so as to play at the instant the finger of the other hand leaves its key.

It is something like a “‘see-saw’ action between the hands, such as in legato finger action, when we have a ‘“‘see- -
saw” action between the fingers. In other words when playing with alternate hands, have one wrist rise to take a
finger up as the other wrist sinks to take a finger of the other hand down.

When not playing hold the hands above the keyboard in the position as shown in Illustration N91,Lesson 14 The
first note played by each hand is played by the downward action of the forearm at the wrist,combined with the pre -
pared aim of a fixed finger® All the other tones are played with finger action from the knuckle joints The melody
commences on the third beat. This is because the first impulse in the musicis weak. Youwill feel this by singing or
repeating the words. The last measure contains only a half note. As the melody commenced on the third beat, the
musical sense is complete on beat two. Carefully observe the fingering and the marks of expression. Make a slight
pause or break from strict legato playing at the end of each slur or phrase and start each phrase with a new impulse.
Play slowly and endeavor to make the melody express the sentiment and meaning of the words.

4 The downward action canbest be understood by lowering ones wrist carefully to the table: Do not strike the keysheavi-

ly or allow hand to drop of its own weight.
Copyright MCMVII by Siegel- Myers Corresponding' School of Music.
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There are usually three pedals on a piano. The one to the right is the damper pedal. It is called the damper pedal,
because, when it is pressed down, it lifts the dampers from the strings and allows the wires played upon to continue vi -
brating. It also permits,to a more or less degree, certain overtones to vibrate, in sympathy with the tones played.

The pedal to the left is the soft pedal. When it is pressed down, it operates a device which partially muffles the tones
produced. The mechanism of this device differs with different instruments. The middle pedalon some pianos is similar
in many respects to the soft pedal and makes the tones softer. Itis then called the practice pedal, or‘mute” On some
pianos, a middle pedal is made to operate a device by which certain bass tofies may be sustained. Onother pianos this
device operates all of the dampers at the will of the player, sustaining only such tones as are held at the instant of its use,
but leaving the dampers down for all others. Raise the lid of your piano, press down the difterent pedals,and learn the

e THE USE OF THE DAMPER PEDAL.

The principal use of the damper pedal, is to sustain tone and to assist the pupil in making connected legato effects.
Press the damper pedal down and while holding it play C D E F G in the bass clef. You will hear a blurred disagreea -
ble effect. This is of course,incorrect, but it is too often the way the average piano pupil uses the pedal.Never use the
damper pedal unless you know why you are using it, and how to use it. You must listen to the results,inorder tolearn

why and how. Ex.NO 1. Ex.No 2.
Count. 1 2 3 a cle. Count. 1 2 38 ele.
4 .
Pedal. —ﬁ—r—%—r—-ﬁ—%—r—{-—r—!—#—r——ﬁ—r—-ﬂ Pedal. 2 2 P H P —+2 P H
Foot. Op-Down ; wp - down, etc. Foot. Up-Down, ete.

The above notation is used to indicate whento use the pedal. No notes are to be played on the keyboard in the a-
bove exercises. The pedal is pressed down during the time value of the notes and keptup during the rests. In the above ex
ercises you should hold the pedal up the entire length of time of each rest and hold it down the entire length of time of
each note. Count slowly and deliberately. Inexercise N21 count four to the measure. Lift the foot deliberately at 1st
coufit. Have the heel on the floor, the foot lifted from the ankle joint. Press the pedal down gently at the second count.
Lift it promptly at the third count,and press it down gently at the fourth count. Whenworking slowly, as suggested,there
should be a moment of repose between each move. Never strike the pedal with the foot, always press it down calmly and
noiselessly. Inexercise N2 2 1ift the foot at first count. Press the pedal down at the second count and hold it through the
counts two and three. Hand.

Left hand. - l‘.’ﬂ hand. . S R

EX3M Ex.4.

Exercises N° 8 and 4 are for the hand alone. In Ex. N9 3 have the hand prepared to play during the first beat. Play
deliberately at the second beat. Lift the hand at the third, play at the fourth etc. (without using the pedal.)Play with
the arm strokes, as explained in Lesson N© 14. Pay especial attention to the position and use of the handand forearm
during the rests. In Ex.NQ 4 play at the first beat and hold the half note its full length of time. Lift the hand at the
third beat,etc. Practice Exercises 8 and 4 with the right hand two octaves higher.

Exercise N95 is mechanically useful, in order to gain steady and independent control of hand and foot, but it is not
right musicallyYoushould practice it as a preparatory exercise; because in it the hand and foot do not, at any time, move
simultaneously. Eachis to hold still when the other moves. In measure one,you play at one, hold the tone at two,put ped-
al down at three, raise hand at four. In measure two, while still holding the pedal down, cotinued from first measure,
play at one, lift pedal at two, put pedal down at three, 1ift hand at four. Continue similarly in each measure as marked.
The line connecting the pedal notes is a tie and indicates that you hold the pedal from the preceding measure, throuhg
the first beat of next measure. As you will observe, this blurs the two tones and is consquently not right musically. But it is
useful mechanically particularly with nervous persons.

qut }umd

/ Rz'g/zt hand.

Ex.6.

|3 |
Pedal. & ¥l % R ¢ I%I |3| %1 )” Pedal.lla] 3 3| !‘ “ i l

Exercises N256 and 7 are correct both musically and mechanically. Play the note and 1ift the pedal simultaneously at
one. Put the pedal down at two. Lift the hand at three. Take great care not to 1ift the pedal too soon, thus disconnecting the
tones, nor to hold the pedal too long, thus blurring the tones. The pedal must be raisedat the exact instant thatthe next
note sounds, in order to make the tones legato and controlled. FEach of the above exercises must be perfectly learned
before proceeding with the next. The pedal exercises should be practicod strictly andthe tones listened to critic-
ally afewminutes every day, tor months. Theyare at the veryfoundation of correct,independent control of the foot,also of cor-
rect ear training, if one would play musically. Copyright MCMVII by Siegel-Myers Corresponding School of Musie.
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PIANY LESSON N 2. by WILLIAM H. SHERWOOD.
The Value of Eighth Notes in Relation to Quarter Notes,Half Notes and Whole Notes.
An eighth note is equal in time-value to one half of a quarter note. Therefore there can be two eighth notes

in the time of a quarter note, four eighth notes in the time of a half note, and eight eighth notes inthe time ofa whole
note (Scc Illustration N© 1 ) When two or more eighth notes, or notes of a smaller value, are written consecutnely,

the hookb(ah ab) are usually dxspensed with,and bars connect the stems, as seen in Illustration NO 1.
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In%.8 or 4 time an eighth note, being half the value of a quarter note, is only equal to one half of a beat. Therefore
there are two eighth notes,or their equivalent,for éach beat. Two notes in a beat may be compared to two sylables in
aword; a word with two syllables, representing eighth notes and a word of one syilab}e,representing a quarter note.
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. Ding dong, ding dong chim-ing Christmas  bells.
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Play and sing the above melody. Keep time by tapping the beats with the foot. In the last two measures keepup the
regularity of the beats, as they are given by the tones in the first two measures. Observe that the words‘chiming’and
“Christmas’ each contain two syllables,but that they each represent only one beat. The two eighth notes representing
a beat must be given exactly the same length of time that a quarter note receives. To do this you must understand and
feel the proportion and regularity of the beats.

A note representing one beat receives one count, as you have learned in precedmg lessons. When two consecutive
notes ropresent one beat they are some times counted one-and two-and, ete. “One” representing the first half of the

l

beat and the ““and” representing the last half of the beat. thus: B e Another good way to

1 BT |

One-and Two-and etc.

count the equally divided beat is:“one-two-two-two, three-two—four-twd’,’ etc. one,two,three and four representing the

first half of the beats and the “two’ following each number representing the last half of the beats. -thus:

I} o r—
i 1 = 1 =

In an exercise containing half notes, quarter notes and eighth notes,

= !
¥ One-two Two-two Three-two Four-two,etc.

it is well, if you are a beginner, to first practice counting “one and” etc. to the half notes and quarter notes,as well
as to the eighth notes. This will aid you to count and play all of the notes in correct proportion to each other
Play and count Illustration NO 3 as marked.
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Exercise NO 1.
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Play Exercise N®1 first with each hand seperatsely, later with both hands together. Play slowly and smoothly and
count evenly “one-and]’etc. as marked. Take especial care to make the -eighth notes of equal time-value; also to
make the hands play together and thus govern the regularity of the beats. Do not hesitate or hurry between
the measures. Pupils who have not had enough training in good time keeping, will find the above way of counting
the measure in fractions, a good drill, This may be omitted when proficiency is abtained.

Copyright MCMVII by Siegel-Myers Corresponding School of Music.
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An arpeggio generally comprises the tones of a chord, sounded in succession, instead of simultaneously.
The playing of arpeggios involves the work of striking the keys and carrying the fingers, forearm, wrist and hand right or
left at the same time.

. Preliminary Exercises

In exercises Nos. 1 Bzg‘/tt Hand. Ex. N2 8.
and 2 hold “G’’ with the 1 }

thumb, move the hand
across the thumb and
play the several notes with
the fingering as marked.
If your hand is small play
the “EB,”’ inmeasurethree
of Exercise No. 1, with
the third finger and the
“D?” in measure four with the second finger. Also use the third and second fingers in the corresponding measures of Exercise
No. 2. You can take the above examples as specimens and select other intervals according to your judgment for the same
kind of practice. Great care must always be taken to avoid straining or cramping the hand.

The dots above and below the third line of the staff, at the beginning and close of each measure, are repetition signs. Play
each measure at least four times before proceeding to the next. Count and play very slowly. (See Illustratlon No. 3 for correct
position of hand when playing.) Do not twist the hand at the wrist. Keep the back of the hand level. Move the fingers up and
down freely from the knuckle joints. Do not let the hand sink when the fingers lift or play. Keep the forearm light and the
wrist loose.

In Exercises Nos. 3 and 4, the fourth finger holds ‘“‘F#’’ and the thumb plays, moving up and down, while under the hand.
Play with the fingering as marked, using the third finger instead of the fourth, if your hand is small. (See Illustrations Nos. 1
and 2 for the correct position of hand and fingers, when the thumb is under the hand and raised ready to play.) Keep the upper
arm near the side, the wrist loose and the back of the hand level. Lift the entire body of the thumb from its knuckle joint (which
is the joint nearest the hand) until the tip touches the palm of the hand. Play slowly, keep the tip of the thumb steady. Do not
allow a sympathetic downward action of the hand at the knuckles when the thumb plays. This is a common error with pianists,
and results in very faulty and uneven playing. The thumb should move independently from its knuckle joint. The hand should
not even be jarred by its action. Many players also err in lifting the wrist or part of the hand habitually, when raising the thumb.

Illustration No. 1 Illustration No. 2 Illustration No. 3

Illustration No. 1 shows the fourth finger of right hand holding a black key, with the thumb under the hand, raised ready
to play. Notice the prepared positions of second and third fingers to the right.

Tllustration No. 2 shows the fourth finger of left hand holding a black key, with the thumb under the hand, raised and
ready to play. Observe carefully the position of the second and third fingers in the illustrations. Much more will be said about
the position and preparation of the different fingers in succeeding lessons.

Illustration No. 3 shows the thumb of left hand holding a key, the hand meanwhile placed to the right, over the thumb, and
the fourth finger prepared to play. Observe in these illustrations that the palm of the hand is about two inches above the
keys and that all the fingers are raised, except the one holding a key.

If the hand is small the effort to keep it level will prove troublesome to the student and he must frequently be allowed to
tip the hand over slightly in order to make it easier to reach the keys with the fingers. Such freedom, if exaggerated, has its
disadvantages and must be used with discrimination and judgment.

- In future lessons it will be explained how one wit\ a small hand can learn to play with good control of musical touch and
finish, when distances are too great to reach.

Copyright, 1904, by Siegel-Myers ‘orrespondence School of Music. English Copyright secured.
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I11. N©1 is the scale of A major, written without the key signature and with the sharps placed before the

notes F, C and G. Tl N9 2 is the same scale, written with the key signature (three sharps) placed after the
clef sign. I11. NO 3 is the scale of Eb. major, written without signature and Ill.NO 4 is the scale of Eb major,
written with signature.

7il. vo 1. 1it. vo 2. Jil. V9 3. ll. Vo 4.

Sca i jor. ' jor,
jcale of A majpr E 1 - é Scale of Eb major. By _
XV - P A\S ¥4 t\‘\e
g AB ciDEF} Gf A )] ¥ " bra A BCD Eb o =

Play these scales, write them, sing them, name the degrees and study them as was explained in Lessons
Nos 13 and 16.

Ex.N?1. Five-Finger Exercises
2 3 2 342 345 3 o 34,
Tt e i G e I F . 2
3,4{islr}f}ll.ie';'.}‘iL;Lg"ft e e e
2
=

Learn thoroughly the above exercises, observing all the instructions given in preceding lessons.
Vary the tempo, the volume of tone and the length of finger stroke. If you learn to make well-controlled,
well-governed differences in length of finger stroke and intensity of tone, you will gain much more  than
if you practice in one set way, no matter how correct that way may be. Vary the length of finger stroke
from about one half inch to two inches. As a general rule, when you wish to produce a loud tohe,you should
lift the finger high; and when you wish to produce a soft tone, you should not lift the finger as high.

‘When playing rapidly it is frequently necessary to limit the length of finger stroke, otherwise one’s speed
is retarded by unnecessary physical effort. Many players stretch out the fingers in passage playing, par-
ticularly when lifting the fingers from the keys. Unless there is the excuse of long stretches between the
keys, it is better to lift the fingers curved.

Copyright MCMVII by Siegel -Myers Correspondence School of Music.
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I11. NO1 is the scale of A major, written without the key signature and with the sharps placed before the
notes F,C and G. Ill. NO2 is the same scale, written with the key signature (three sharps) placed after the
clef sign. T11. N© 3 is the scale of Eb major, written without the key signature;Ill. NO 4 is the scale of Eb major,
written with the key signature,

i No 1. 1i. o 2. I, ¢ 3. Ji. VO 4.
Scale of A major. - Scale of Eb major. A 1 ‘
W £ Eereo= e L — oo
& AB CEDEFf af A O % ()] D

Play these scales, write them, sing them, name the degrees and study them asdirected in Lessons NS 13

and 16,

Ex.N?1. Five-Finger Exercises
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WW—WW o1 i i i
4 1 1 1 1 N T T = 3 1  § 1 1 X 1 1 1 1 1 1 1 1 1 i 0% 1 i 1
\Q‘_Jll"f % o E TT Ll L ; 1 LE S RS R | 1 i) ! | =3 1 S L_L b—" = o | S— |  E— i l»] | SO § T
B ; k23 2 -'i 3 2 1- E %
e st rsntry, .
"[ o ¢ : S 1 U 1 | R ) | 1 ! 1 T  § ‘l;‘r J' L 1 1 1 1 1 IF 1 1 LP
T [— 1 r S5 E

Learn thoroughly the above exercises, observing all the instructions given in preceding lessons,

Vary the tempo, the volume of tone and the length of finger stroke. If you learn to make well-controlled,
well-governed differences in length of finger stroke and intensity of tone, you will gain much more  than
if you practice in one set way, no matter how correct that way may be. Vary the length of finger stroke
from about one half inch to two inches. As a general rule, when you wish to produce a loud tone,you should
lift the finger high, and when you wish to produce a soft tone, you should not lift the finger as high.

When playing rapidly it is frequently necessary to limit the length of finger stroke, otherwise one’s speed
is retarded by unnecessary physical effort. Many players stretch out the fingers in passage playing, par-
ticularly when lifting the fingers from the keys. Unless there is the excuse of long stretches between the
keys, it is better to Z/f the fingers curved.
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In Exercises N0S1 and 2 the hand and foot move in opposition to each other. The pedal is raised on the accented beats when the hand
plays, and is pressed down on the unaccented beats when the hand rises. The exercise should sound as though the notes were half notes,
played legato. Unless you produce this effect you are not using.the pedal correctly.

L.H. , q ) g B.H. ) i . .
EXArgj : A P I 1 l 1 N S W T > T ] EX Arqg ; 3 I i I i ! l i ! i l l s I i I I

1 Ped. s » | Ped. ’ x

Pay strict attention to the definite action of the hand and forearm during the rests.-. The average pupil gives so little thought
to this kind of training, that he will do unreligble and awkward work,both in minding rests and beginning again after a rest; while
perhaps deing well, when the legato is continued. .

When preparing to play on the first beat in the exercise and at the rests raise the hand with loose wrist joint, as was explained in pre-
ceding lessons. When raising the hand, the upper arm should not move forward nor outward. Therefore it is necessary to slightly straight-
en the fingers at the tip joints, in order to maintain the continuous aim of the fingers at the right keys. Play with down action of hand
and wrist. Draw in the finger tip slightly when playing,thus bringing the fingers back to correct position and enabling themto cling to the
keys.

Make all movements of both the foot and hand slowly and deliberately.Donot exaggerate the up and down action of the wrist, It
should not moveupnor down in this exercise,norinthe composition which follows, more than from one to three inches. A still more
limited action is often desirable.

MORNING PRAYER

Sustained and earnest REINECKE
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“Morning Prayer”isthe first chord study for the pupil in this course. Play each chord with a slight down action of forearm  with firm
fingers and loose wrist, as explained above. A slow undulation of the wrist is desirable. When raising the wrist the fingers should
cling to the keys, keeping them down until time to play,the next chord. The wrist should not be heavy when sinking.

It is very profitable in this and many other exercises to do silent practlce,alternatmg with the ordinary practice. Make the cor-
rect forearm wrist and finger action necessary to play, but only touch the keys on the surface. The fingers should be controlled and firm,
and should chng to the surface of the keys the full time-value of the notes. This kind of practice is strongly advised. It is anaid
to youin overcoming stiffness and heaviness;and enables you to more clearly analyze the different forms of action necessary in play-
ing. The pedal is,of course, not used during such silent practice.

Play the four tones of each chord exactly together. Play slowly and hold each chord. its full length of time. Use the pedal as
marked. Be sure the chords are legatoy but that the tones do not aoverlapnor blur. Observe the phrasing.Each of the first three
phrases closes with a quarter rest. This will aid the pupil to appreciate the end of each phrase and to start withanew ‘impulse
on the next phrase. The words are also an aid to the student, towards making phrases clear.

Notes on added lines and spaces below the treble staff.

When the notes helow middle C are written in connection with the treble staff they are found on added lines and spaces below
the staff. You will observe that the note on thenext line below middle.C. is at the same pitch as the note on the fifth line of the bass
staff. The note on the second spacebelow middle Cis at the same pitch as the note on the fourth space of the bass staff, étc.

The note on the first space below the treble staff is D,
The note ‘on the first line below the treble staff is C. (Middle C )
- The note on the second space below the treble staffis B.
The note on the second line below the treble staffis A,
H The note on the third space below the treble staff is G.
The note on the third line below the treble staff is F.
The note on the fourth space below thetreble staff is E.
The note on the fourth line below the treble staffis D.
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Sound and Tone

Sound is produced by setting into motion a series of impulses, or sound waves, called vibrations.A musical sound is one that has con-
centration of pitch and agreeable qualities, and is called tone. An unmusical sound may have all kinds of disagreeable qualities,suchasharsh-
ness, grating, shrieking,etc,; it is without beauty and simply noise. The quality of sound is due largély to the way it is produced. Ifwe con-
tract our vocal chords and shriek, without concentration of pitch, or strike an instrument in a hard, uncertain and angular manner, we will
produce a disagreeable sound. To produce an agreeable tone on the piano, it is necessary to combine with appreciatior. of abeautiful tone,
elasticity, earnestness and certainty of touch.

Listen to.the quality of your voice. Compare the different qualities of both the speaking and singing voices of your friends. Play one of the
‘pieces you have had (for example, ‘Flow Gently Sweet Afton?) striking the keys harshly and mechanically; then play the same piece,obeying
.all the rules and suggestions given and make the tone quality as agreeable as you ¢an. = . Note the difference,and train your ears to listen to
the qﬁality and effect of all tones that you may hear, whether produced by yourself or others.

In teaching by correspondence,the teacher can only make suggestions to help you to hear music and to know what good tone and effect
is. Therefore, if you would learn in the right way, you must give the subject much time and thought and draw upon every resource you may
have. )

We would recommend the hearing of good music, as the most valuable aid. Listen to and try to imitate the tone-quality and beautiful ef-
fects produced by the artist. Also listen to the varieties of tone-color produced by the different instruments of an orchestra.Make a study
of the instruments of an orchestra. There are four different groups of instruments: (a)stringed instruments; (b) wood-wind instruments; (c)
brass instruments; (d) instruments of percussion.

The violins, violas, violincellos and double basses are all stringed instruments and are played with a bow.

The flutes, oboes, clarinets and bassoons are made of wood and are caused to sound by blowing through them.

The horns, trumpets and trombones are made of brass and are also caused to sound by blowing through them.

The drums, triangles and cymbals are instruments of percussion and are caused to sound by being struck suddenly.

Become familiar with the quality of tone produced by these different groups or choirs of instruments and listen to the beautiful effects
-and contrasts produced by them, when played. together. Watch the conductor and try to sense the number of beats in a measure the natural
-accents,and the swing and rhythm of the phrases. Endeavor to catch the spirit of the composition. Quicken your mental facultiesby trying to
imagine what idea the composer had in mind and what thought or mood he was trying to express.

Piteh

The number of vibrations produced per second determines the pitch of a tone. Middle C at international pitch produces 258 vibra-
tions per secend. Each octave higher doubles the number of vibrations and each octave lower decreases the number by one half. There-
fore the first C above middle C produces 516 vibrations per second and the first C below middle C 128 vibrations per second, etc.

The pupil should open his piano and examine its mechanism. It is an instrument of percussion. Striking or pressing the keys down
causes hammers to strike the wires and set them vibrating, thus producing the tones. The shorter the wires the greater the number of
vibrations and the higher the pitch. By dividing a wire into two equal sections you double the number of vibrations it produces. To
prove that this is true, it is an interesting experiment to touch the finger lightly to any given wire, dividing it equally into two secticns,
Then when striking the key corresponding to that wire, you will hear the octave above the normal pitch.

Become familiar with the relative pitch of the groups of tones on the keyboard, as suggested inLesson N¢ 8. Try to fix the pitch
of middle C in your mind, so you can sing it at any time without the aid of an instrument. Sing the tones in a major scale as suggested
inLesson N? 9. Sing at sight, (without the aid of the pianc) hymns, or any songs you may have. There is nothing which will sharpen onés
hearing and inner sensibilities like this kind of work, which is too frequently ignored and undeveloped by the piano student.

Notes Below the Bass Staff.
‘The note on the first space below the bass staff is F.
The lowest tone which can be rep- : .The note on the first line below the bass staff is E.

resented on the bass staff is as you have The note on the second space below the bass staff is D.
already learned, the second Gbelow mid-

.The note on the second line below the bass staff is C.

dle C. The tones lower in pitch are writ- : The note on the third space below the bass staff is B.
ten on added lines dnd spaces below the ‘ : : The note on the third line be!ow the bass staff
staff. i : : iois AL

Illustration N? 1 showsthe eight notes : ; The note on the fourth space belowthe

written on the first four lines and spaces
below the bass staff,

bass staff is G.
: : : : The note on the fourthlinebe-
; : : ! low the bass staff is F.
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. a half note in

The Dotted Note

A dot () placed after a note, adds one-half tothe value of the note. As was explained before, a dot placed after

Composed and Edited
by WILLIAM H. SHERWOOD

time adds one beat, (the time of one quarter note)to the value of the half note making the

dotted half note equal to three quarter notes. In the same way. a dot placed after a quarter note adds to the
value of the note one half and gives it the time-value of three eighth notes. A dot placed after an eighth note
adds one half to the value of the note and gives it the time value of three sixteenthnotes. See Illustration N2 1.

Ill. No 1
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‘When a dot placed after a note adds the value of one beat, as in the case of a dotted half note in i time,
the note and the dot are given the time-value of three whole beats and are counted 1-2-3, 2-3-4, 3-4-1 or 4~
1-2, according to its location in the measure. In any measure, where a quarter note represents a beat,a dotted
quarter note followed by an eighth note should be counted by the beginner in this manner. -
“one-two) etc. for each beat, as was explained in Lesson N023, Count “one and two’’ (if the dotted quarter
note is the first of the measure) to the dotted quarter note, and “and” to the eighth interval following.

You should take great care to count regularly and to feel the correct proportion of the beats.
difficult task, in some instances, where a pupil is working alone.

As youn advance,the term“and”’may be dispensed withbut this should not be done until you can play dottea notes
correctly and with ease. ( Dotted eighth and sixteenth notes will be explained later.) The same principle applies

“One-and’”

or

This is a

to these. Play and count Illustration NO 2. as marked.
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A hymn, as the-word is generally used, is a religious song, expressive of adoration. It is usually written for four voices;_bass, tenor,
alto and soprano. The bass is the lowest voice, and the soprano is the highest. The alto is the first voice below the sopranojand the tenor
is the first voice ubove the bass. The alto is generally written in the treble clef; and the tenor is generally written in the bass clef. The
four voices form chords, and are played and sung together.

In musical composition hymns belong to what is known as tke choral form; that is, the music is intended to be sung by a chorus or
choir.(Written for several or many voices_ polyphonic:) You should study and play each voice separately, before attemptingto play them
together. Learn the soprano voice-part first; and practice it until you can play it fluently and correctly. Then learn to singit, as far as
moderate efforts with your voice may admit, without the aid of the piano. Next learn the bass voice-part in the same way; and sing it,
without the aid of the piano. After you have learned both the soprano and the bass voices, play the soprano part while singing the
bass part and also play the bass part while singing the soprano. Follow this by playing the two voices together, and endeavor to distinct-
ly hear both of them. Pursue the same course of study with the tenor and bass. Next play two voice parts and sing one, for instance,
play the soprano and tenor parts and sing the alto, then play the alto and tenor parts and sing the soprano; follow this by playing the
soprano and alto parts and, if possible to you without injury te your voice, sing the tenor. When you have learned the three voices, so-
prano, bass and tenor, study and practice the alto in connection with the other three in the same manner. Then play the four voice
parts together and endeavor to hear intelligently the progression of each and all of them, and the musical effect of the succession of
different chords and of the composition as a whole. This advice is suggested for Piano students, in order to help develop a musical ear
and an inner consciousness regarding tone value and tone relations, You will find that some of the voices are either’above or below the
range of your voice. In such cases, you should éndeavor to think them throughout; that is, follow the melody mentally as best you can,
or sing it an octave higher or lower than it is written, according to the range of your voice.

Beethoven composed some of his greatest works,when totally deaf to outside sounds. His conception of tone was undoubtedly clear,
as should be that of a well-trained musician, through the logical training of one’s inner consciousness, without the necessity of outside
assistance, For this reason the piano student is urged to try to sing, if he would get beyond the superficial stage of many piano players.

The choral or hymn form of musical composition, is of the higfxest importance. Nothing will more quickly and thoroughly develop
the pupils intelligence and musical sensibility, than the singing of the alto or tenor parts in a quartette. The singing of the soprano
part,that being the highest voice, or the bass part, that being the lowest voice, will not afford the same degree of advantage in this
particular, as will the alto or tenor parts.If you have the opportunity of doing ensemble work of this kind withothers,;we stronglyadvise it.

The hymn entitled “Jesus;Lover of my Soul” is written in the key of F, as the B flat in the key signature indicates. The time signa-
ture, 2 time, shows that there is the time value of six quarter notes in each measure and that each quarter note, or its equivalent,receives
one beat.

The natural accents succeed each other in this manner, viz: strong, wéak, w&ak, medium, wéak, weak,

Each half note receives two counts and each dotted half note receives three counts,

The D in the tenor voice, on the sixth beat in the third measure, should be played with the thumb of the right hand.

A tie is a curved line placed over or under two notes of the same pitch on the staff. If there are no rests,norother intervalsin the
same voice part between the notes, it indicates that the first note only is to be struck. It is then to be held during the time value of
the notes included within the tie. Observe the ties in the fifth, tenth and last measures, also between some of the notes representing
the use of the pedal. .

When the hymn is learned, use the pedal as marked. In a number of measures the same chord is continued during several beats; in
these instances the pedal is held down as long as the chord is continued, and it is not lifted until a new chord is introduced, except where
there are rests, ‘

Play the hymn slowly, giving each note its full time value. Keep the arms light,the wrists limber and knuckles steady. Play each chord
with a slight downward action of the forearm and wrist.( See note below.)

NOTE: Liszt caused the writer to hold the wrist steady and the hand level during the progression of legato chords, in the midst of
a phrase. He allowed the forearm action, with limber wrist joint, only between phrases, or at climaxes, or for special accent. He was very
painstaking and strict with the writer, on this subject, in three different compositions studied with him.
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TANG L N.X Preliminary Arpeggio Exercises(continued) dand Edited
-Ex.No 3 Composed an ite
I ' LEFT HAND. by WILLIAM H. SHERWOOD
Ex. 1\0 1 1 1 Thumb Play - hold-lift-cross play - lift- cross, ete.
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The exercises for this lesson are written in 3 time. That means there are three beats in a measure, and that each
half note, or its equivalent is counted as one beat. ’

Exercises N9, 1and 2 are for the thumb of right hand. Exercises 3 and 4 are for the thumb of left hand. These
exercises necessitate crossing the thumb under the hand. You are to make three moves for each note played by the
thumb, namely; the playing move,the lifting move, and the crossing move. This kind of practice is especially use-
ful for preparatory training. It enables you to analyze and understand what you are doing,and to form correct ha-
bits. When playing more rapidly the three moves are of course made at one interval. This will be more fully ex-
plained in succeeding lessons. Crossing moves should be made without dropping the fingers.

In the first measure of Exercise N21 play C with the thumb as marked. As C is a dotted whole note,hold it
for three beats. Move the hand to the right, so as to bring the fourth finger directly over the B above. In measure
two, play B with the fourth finger at beat one.Hold Cwith the thumb during this heat. At beat two lift the thumb. At
beat three move the thumb across under the hand, so that the tip will be directly over the C above.

In measure three,playC at one. Lift the thumb at two. Move the thumb out from under the hand to a point directly
over the C below, at three. Proceed in the same manner throughout this exercise; also with Exercise N2 2. The
words“play;’ ift‘,’“cross’, show what the thumh is to do at eachbeat, as has just been explained. The ties show that
after the upper note is played it is held throughout the exercise. Repeat the process many times.

Exercise NOS 3 and 4 are for the thumb of left hand. Follow explicitly direction given for Ex. N2 1.

EXNO . § p];:y - li{’t - cross, ete.
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Exercises NOS 5,6 and 7 are for the fourth finger of the right hand and exercises NS 8,9,10 and 11 are for
the fourth finger of the left hand. These exercises necessitate crossing the hand over the thumb. They are to be
practiced in the same manner as the thumb exercises. For example, in the first measure of exercise N? 5 , play
C with the thumb. Hold it for three beats and move the hand to the right, so as to bring the fourth finger directly
over B. In measure two, play B with the fourth finger at beat one. (Hold the C throughout the exercise,as is in -
dicated by the ties.) At beat two lift the fourth finger. At beat three carry the hand across the note held by the
thumb, so that the fourth finger will be direetly over the B below. Proceed in the same manner throughout this

exercise and the succeeding ones. See illustrations in Lesson NC 22. for the position of the hand and fingers in
these exercises.

When moving the thumb under the hand, keep it well raised, near the palm of the hand. Do not twist the wrist.
When moving the hand across the thumb note; move the wrist and hand simultaneously. Do not twist the wrist.
The tip of the thumb remains stationary, holding the key. The knuckle joint of the thumb acts as a pivot on whichthe

"hand moves. When moving across keep all the fingers raised, particularly the one that is going to play. Do not stiffen.
Carefully avoid straining or over . exerting any of the muscles.
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Jiegel Myers (Orrespondence Thaol 7 Music

STEINWAY- HALL - CHICAGO -
Piano Lesson No. 32

Preparatory Exercises for Arpeggio Playing—Continued

Exercises Nos. 1 and 2 are for the use of the third and second fingers of the right hand when crossing the thumb. Exercises
Nos. 3 and 4 are for the use of the third and second fingers of the left hand under similar conditions. Follow all the directions
given in Lesson No. 22 for the control and use of the hand and fingers. See Illustrations Nos. 1, 2 and 3 in that lesson for the
correct position of the hand, fingers and wrist, while practicing Exercises Nos. 1, 2, 3 and 4.

Lift the fingers promptly on the accented beats of the measure, one and three, as indicated by the rests. One of the
most subtle impediments to progress in piano playing is the unscientific inattention of students to the control of alternate action in
the movements made. The
effort to lift a finger definite-
ly must always be equal in
strength and promptitude to
the force of the finger when
playing, in order to make
you conscious and skillful in
the use of alternate action.
We expect you in these
exercises to practice raising
the fingers at the accented
beats in the exact time and with the same effort as would be necessary to play on the accented beats. Play, meanwhile, on the second
and fourth beats with that degree of effort which would be used upon unaccented beats, alternating with accented beats. The exten-
sor muscle used in raising a finger should continue its effort to hold up the finger the full time of the beat belonging to each rest.

Ex.N° 9

Ex. K9 5

8

s L
Practice Exercises Nos. 5, 6, 7, 8, 9 and 10, as was explained in Lesson No. 30, making three moves for each note played, namely: the playing move, the
lifting move and the crossing move.

Illustration No. 1« ’ Illustration No. 2 Illustration No. 3

!

Illustration No. 1 shows the third finger of the right hand Illustration No. 2 shows the second finger of the left hand Illustration No. 3 shows the thumb of the right hand holding
holding a key, while the thumb is under the hand, but holding a black key, with the thumb under the hand, but a key, the hand moved to the left, over the thumb, the second
raised against the palm of the hand, and ready to play. raised against the palm of the hand, and ready to play. The finger raised and prepared to play.

Observe that the second finger is raised and moved toward third and fourth fingers are raised and moved toward the left.

the right, over the third finger.

First practice Exercises Nos.11, 12, 13 and 14, making three moves for each note, as has been explained in all of the preceding
exercises. (See Ex. No. 15 for an example of such an analytical practice.) This should be done daily. Later play the exercises
freely, making the three moves simultaneously for each note. Observe all the rules given for preparatory practice. Keep the forearm
light, and the fingers well raised. Keep the back of the hand level when moving across the keyboard, and do not twist the wrist

Ex.No 11 5 & @ Ex. N0 12 s 514 Ex.No13 .
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Ex.No14 i
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The best results can be obtained by taking turns alternately between the extremely slow practice (wherein strict methods can
be observed) and moments of more free, rapid practice; but the student should make sure of the return to slow practice.
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PIANO LESSON No 83 Chicago, Ill. - | Composed and Edited
by WILLIAM H. SHERWOOD.
The Triplet
| ' g
A triplet is a group of three notes of equal time-value. It is usually written in this manner, m ;8
with a slur and the flgure three above or below it. One of the intervals may be represented by

a rest as follows: -J\ y JS or y | ). The time value of the three notes in a triplet is equivalent to the

time value of two regular notes of the same fractmnal denomination.
/‘\

For example: J ) J . J J'_J_j T f=3=J N

If the unit of a beat is a quarter note, a triplet of eighth notes would be equivalent to one beat, a
triplet of sixteenth notes equivalent to a half beat, etc. . See IIl. NO 1.

A triplet might be compared to a word of three syllables. In the song “See-saw, Margery Daw;’ IIL
N? 2, the word Margery, which contains three syllables, is_sung in the same time as the other words of
one syllable. :
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Play the above exercise with each pair of fingers as marked. It is a trill study. It is useful to develop
control and equality of finger action. Count steadily, so that the time spent in playing one measure is exact-
ly equivalent to the time of any other measure, although you may be playingthree or four times as many notes.

Count one to each beat. It is difficult to divide the beat, or to count “one and” etc.,with triplets. This
will be fully explained in a subsequent lesson.

Transpose this exercise into every key. This exercise.should be practiced daily by all students at the
piano. See Lesson NQ 24 for remarks about changing the volume of tone and the length of finger strokes.

Keep the wrist loose, and carefully avoid any weight of hand or arm when fingers play-.
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Piano Lesson No. 34
THE SCALE

Illustration No. 1 shows the third finger of the right hand playing in an ascending scale, with the thumb under the hand
ready to play. Study the position of the hand and fingers carefully. The second finger is crossed over the third finger and is thus
partially prepared to play its note. It is in the position most advantageous for playing the note beyond the note played by the
thumb, which is first in order. )

Illustration No. 2 shows the second finger of the right hand playing in a descending scale, with the thumb lifted and ready to
play its note, the hand carried to the left, and the third and fourth fingers crossed over the second. (Although the thumb is to
play next, the third and fourth fingers are thus partially prepared for their notes.)

Illustration No. 1 . Illustration No. 2 Illustration No. 3

Illustration No. 3 showsjthe thumb of the left hand playing in an ascending scale. The hand is carried to the right, so that
the fourth finger is directly over its key. The wrist is also in a position as far to the right as practicable, instead of being turned
to the left, as is so frequently done.

The hand should move ahead when each finger plays, so as to distribute the crossing movement equally. This will avoid the
sudden twist of the hand at the wrist, which the unskilled player usually makes, when playing with the thumb.

Ex.No 1 Ex.N9 3,

Study all the instructions given for the preparatory arpeggio exercises in Lessons Nos. 22 and 30. Practice the above exercises,
and follow these instructions explicitly. The rules for passing the thumb under the hand and the hand over the thumb are the
same in both arpeggio and scale passages. The only difference is, that the distance between the notes played in arpeggios is
greater than in scales.

Avoid any weight in the hand or arm when the thumb or any of the fingers play. This is one of the most serious impediments
to good scale playing. ' :
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by WILLIAM H. SHERWOOD

This melody was composed in a cheerful, pleasant, childlike mood. Its simplicity and innocence are appar-
ent to everyone. One editor suggests the sunshine of a balmy spring day,a little child gathering flowers and fol
lowing the butterflies, in unconcious and innocent pleasure. To bring out this ideal beauty, much attention must
be given to the expression. Observe the phrasing. In this piece, the slurs or curved lines are used to mark
the dimensions of the phrases. The tone quality should be mild and agreeable; the melody clearly defined.
The accented notes should be marked, but not harsh nor abrupt. The tempo,“Andante con motoj means a
little faster than “Andante”

This composition is written in the key of C major, with occasional modulations. In the fourth measure
there is a stimulating influence in the composition through the introduction of F§, thus causing a modula -
tion to the key of G major. This key is given up again in the fifth measure when you play once more in
the key of C major, with FY instead of ¥§. In measure twelve, the notes combined with Cf lead into D mi-
nor. Cg is the leading tone of the new key and brings about this change. The key of D minor is reached
at the third beat, but the very next note played (CE in combination with the notes at the fourth beat of
the measure,)serves to modulate back again to the key of C. Notice the “ritard” which helps to individual-
ize the different notes causing these changes. Also the crescendo(————) with the stimulating modulation
and the diminuendo(=——=—) with the quieting modulation. For the sake of harmonic beauty and attrac-
tiveness, and to get the meaning of this modulation, while holding the dotted quarter note in the soprano,
a third part is added. This adds richness to the harmonic changes. Bring out clearly the three voices.
You should always examine music for such potent means of expression as a modulating note, and observe
whether such changes are of an awakening or of a quieting nature.

Melody

Andante con moto R. Schumann, Op. 68. NO 1.
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Piano Lesson No. 36
Hand Action from Wrist

Place the hand upon the keyboard in correct playing position. Raise the hand from the wrist, as seen in illustration No. 1.
The thumb and fifth finger are aiming downward, ready to play E and C, the interval of a sixth. With quiet forearm and steady
knuckles, throw the hand gently down from the wrist, and play. See illustration No. 2. Keep the fingers which are not playing
raised above the keys and above the level of the fingers which are to play. The hand should be level across the back when down.
The knuckle joint of the fifth finger should be as high as the other knuckle joints. The three joints of the fifth finger should

combine to form a )

symmetrical curve. Do Dlaspmsion Ne. 2
not allow the fingers to
draw up sympathetic-
ally when the hand
is raised from the wrist,
or to drop when play-
ing, except as the hand
carries them up and
down. A mixed use
of two or more kinds
of joint action produces
harmful confusion
and is exceedingly
illogical. Study care-
fully the illustrations.

Illustration No. 1

Wrist Exercises
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