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UNIVERSITY EXTENSION CONSERVATORY,
Chicago, Illinois.

"THE GOLDEN STARS"
By L. Streabbog
To te studied with Lessons Nos. 13 to 16

NOTE: If ycu are & beginner in Sherwood’s Piano Course, you shculd practice
this piece according to the instruction given below. If you are & teacher
using this a: teaching material, the same important instruction is *o be ob-
served in giving the lesson. To facilitate this, you should merk these salient
points on your teaching copy.

The title of this little waltz suggests brightness and sparkle. This
is what you want to bring out. Let expression beautify your execution of this
plece as the golden starlight enhances the night. How dull and gloomy is a
night without starsj so will the playing of your piece lack interest to your
hearer if you fail to bring out the proper expression. Notice how the opening
measures with the single melody tone suggest the star twinkling in the heavens,
growing brighter and then perhaps dimmed by a passing cloud.

The composition is writtem in the usual waltz time, that is, 3/4 time,
as indicated by the Italian words "Tempo di Valse", meaning, in the time of a
waltz. The time is explained most carefully in Lesson No. 15, which you are
to review. The strong accent comes from the first count or beat, Bring this
out very clearly in your playing, as this accent will give the rhythm which is
desired. Try to feel this regular recurrence of accent.

Begin softly, as indicated by the letter " p" in the fiist measurs,
which is an abbreviation of the Italian word "piano", meaning “softly".
Continue to play in this manner until you reach the crescendo mark in measure
14, leading to the letter "f" in Measure 16. The letter "f" stands for the
Italian word, "forte" meaning "loud", and this measure 16, together with the
two following measures, is played with a strong, firm touch. Please notice
the accents in Measures 16 and 17, and be sure to bring them out most care-
fully. In measure 19, the two letters "mf", are an abbreviation for the two
Italian words "mezzo forte", meaning "medium loud™; consequently, from this
measure to Measure 23 you are to play with a moderately loud tors. In Measure
23, see the letter "p" which indicates that you are to play softly until you
reach the next indication "mf", in Measure 27, etc.

Lesson No. 14 explains how you are to play the chords occuring in
the bass. Review this lesson. Also observe all rests by raising the hand
from the keyboard.

In measure 3, before the note F in the treble, see the sharp sign which
is repeated several times throughout the piece. Lesson No. 13 explains this,
The sharp placed upon the F line in Measure 23 signifies that there has been a
change of key, as explained in Lesson No. 15, from the key of O to that of G.

Cortinue to the end of Page 3 of the piece, where you wil! notice the
mark "D.C. =1 Fine", meaning that you are to return to the beginning of the
piece and repeat to Measure 32, where the word "Fine"™ occurs, meaning “end".

Ph In't. 3-



UNIVERSITY EXTENSION CONSERVATORY,
CHICAGO, ILLINOIS.

"THE HAPPY FARMER"

By Robert Schumann.
Opus 68 No. 10. p
To be studied with Piano Lessons Nos. 25 to 28.

NOTE: A beginner should practice this piece according to the ianstruction
given below. A teacher using this as teaching material should otserve the
same important instruction, in giving the lesson. To facilitate this, you
should mark these salient points on your teaching copy.

The title of this composition suggests the picture which you wish to
bring out in the playing of it; the happy and contented farmer, singing this
song &8 he goes about his work. It is in the springtime of the year when every-
thing is beautiful and gresn, and he is singing his joy at prospect of the big
harvest ahead. Bring out this happy element in your playing of the piece, and
make it really a song of joy and contentment. The melody, which is contained
in the bass, brings out this idea perfectlyj so much so that this composition
is one of the great classics, and is played with as much enjoyment today as
when written by Robert Schumann, the great composer, nearly a hundred years ago.

It is written in the key of F major, indicated by the signature
B flat, and is in 4/4 time. The piece opens with a rest in the treble and
an eighth note in the bass. Review Lesson No. 27 for the explanation of
dotted notes, as this is very common throughout this piece. Study the time
in the treble very carefully, and notice that the chords in the treble are
played upon the second half of the first and third beats, and the first half
of the second and fourth beats. Upon Count "1", the hand is raised; on the
"and", play the chord; repeat this chord on Count 2; raise the hand on "and",
keep it raised for Count 3; play the next chord upon the "and"j; and repeat this
same chord upon Count 4, raising the hand on the last half of this count, "and®.

The tempo is indicated by the word "Allegro" at the beginning of the
piece, which meaus "lively". Therefore, you are to play this piece in a lively,
quick manner.

Review Lesson No., 19, and follow the principle contained in this lesson
for the playing of the melody written in the bass. This must stand out
very prominently, and therefore you must play with a firmer tonc than you
play the chords in the right hand, as the treble throughcut the greater part
of this piece is merely an accompaniment.

To get the correct hand and forearm action, turn to Lesson No. 25, and
practice the movements carefully before playing the piece.

In Measures 9, 10, 11, 12, 15, 16, 17 and 18 you will see that there is
& melody contained in both the treble and the bass. Now the chords accompany-
ing it are still contained in the treble too. You must bring out both of these
melodies very clearly. Accent the first note in these measures where so marked,

Review Lesson No. 28, Paragraph 2, and combine the principles con-
tained in this paragraph with the suggestions on "How to Study" and apply
them to your practice of this piece. Do not use the pedal, but keep up the
practice outlined in Lessons Nos. 20 and 25, so that you are ready to use
it in the next piece.

P. Inst. §



UNIVERSITY EXTENSION CONSERVATORY
CHICAGO ILLINOIS

"“BLUETTE WALT2Z"

By J. B, Duvernoy,
Opus 272, No. 1l.

To be studied with Piano Lessons Nos. 383 to 386.

This pretty little waltz opens with an Introduction of eight measuresg
then follows the waltz proper, written in the usual waltz time - 3/4. It is in
the key of G, having one sharp (F sharp) for its signature. The piece is to be
played moderately fast, as indicated by the words "Allegretto Moderato"™.

The introduction is played very softly. Notice the accent on the
high tones, and bring these out clearly. The Waltz part opens softly, tut in
measure 9 you will see the term "piu forte", signifying that it is to be played
a little louder than previously. Again, play a little more softly until you
reach the second repetition of this term. At the bottom of the second page,
see the word, "leggiero™ meaning lightly and swiftly., The "ff" at the end of
the piece, standing for the Italian word "Fortissimo®, means very loud.

Remember that the most important element in the playing of all dance
music is the rhythm. Read over very carefully our first letter on "How to
Practice®, and Lesson No., 15, last paragraph, and with this in mind, be sure
that you bring out the rhythm of this plece clearly and distinctly, with the
strong accent on the first beat in the measure.

On page 2 at the end of the fourth line, you will notice an F natural
in both staves. This means that you are now to play in the key of C until you
come to the repetition of the first melody on the last page of the piece where
it again returns to the key of @ major, indicated by the F sharp.

In Lesson No. 83, you have learned about triplets. Please review
this lesson carefully, and follow the explanation given in it for the playing
of the triplets contained in this piece. Also see Lesson No. 3¢ for instruoc-
tion in regard to scales, There are several places throughout this piece,
vhere you play scale passages. WNhen doing so, be careful that you use the
thumb EXACTLY as you have been taught in this lesson, and follow the fingering
given, The correct hand action from the wrist, used in playing the chords
contained in this piece, has been explained in Lesson No. 36, which you are
to review very carefully,

P, Inst. 7



UNIVERSITY EXTENSION CONSERVATORY,
Chicago, Ill.

"SONATINA IN PF"
No. 2.

By Ludwig van Beethoven

- rmem e w ww

. To be studied with Piano Lessons Nos. 563 to 56.

NOTE: If you are a biginner in Sherwond’s Piano Course, you should practice
this piece according to the instructions given below. If you are a teacher
using this as teaching material, the same important instruction is to be
observed in giving the lesson. To fecilitate this you should mark these
salient points on your teaching copy.

You have here an example of the Sonata written by the master of this
form of composition - Ludwig van Beethoven. The Sonata proper consists of
dhree divisions known as the Expositi~n, the Development and the Repetition.
The first section gives the theme or melody, the second develops the theme
with variations, etc., and the third section repsats the original melody.

This sonata in the key of F major has the principal theme (or sub—
ject) given in the first 18 measures, called the "Exposition" of the theme,
followed by the "development". . No#ice how Beethoven has varied this melody
by changes of key and tone color, while maintaining the original rhythm.
Bring out these changes very clearly and dlstlnctly.

In playing Beethoven, wa 40 nnt grade the “"crescendo", "diminuendo®,
®*forte", etc., as we do in playing work of other compesers. The character
of Beethoven was so forceful and detsrmined that these qualities show very
clearly in his compositionsj consequently, the changes must be made as quickly
and as definitely as they are marked in order to bring out the real interpre—
tation. This section closes with a "crescendo", the chords being played very
"gtaccato" and "forte".

"The next section is the Rondo, which is played in a very lively,
vivacious manner. This movement is always of a gay, light character, and
consists of the same theme repeated over and over. Play the melody very
"gtaccato" and brightly. Then follows a change of melody, played with a
strong "forte" touch. The long connecting passage of sixteenth notes in the
treble with chords in the bass, leads back to the first melody of the Rondo.
A new melody enters, which is played softly, and has & touch of sadness in
it. Bring this out in contrast to the gay, bright character of the previous
melody. Repeat this passage before playing the last melody of the compoai—
tion geyly and brightly. :

¢ The Rondo closes with a crescendo passage played "ad.libitum",
which means that you may choose your own tempg. In doing this, be guided

by your technical proficiency, but let the tempo be as nearly that indicated
as possible.

P Inst. 11,
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UNIVERSITY EXTENSION CONSERVATORY,
Chicago, Ill.

"WALTZING DOLLTIE"
"Valsee Poupante"
By Ed. Poldini,

To be studied with Piano Les:zons Nos. 73 to 7§6.

NOTE: If you are a begirner cr advanced student in Sherwood's Piano
Course, you should practice this piece according to the instruc‘ion given below.
If you are a teacher using this as teaching material, the same important in-
struction is to be observed in giving the lezson, To facilitate this, you
should mark these salient points on your teaching copy.

This delightful little comp:sition with its contrasting t-emes and tone
color offers un’imited apportunities for interpretation, and has become a favor-
ite number with many of the famous concert artists of the day. TImagine a'minia-‘
ture doll orchestra announcing the waltz rhythm followed by a pause, then the
entrance and wi+h the rhythm strongly marked.

The irdicatiums cf "pianc" and "scherzandn" at the beeinning of the melody
gives the key to the tsmpo and interpretati n of this section of the composi-
tion, which must be played in a very livesly, interesting wav., The -ext section
cpens with a contrasting theme in -ctaves strongly accented in t'¢ treble and
connected with the legatr touch, Imagine the wniniature orchestra playing this
theme with a fleeting image of the waltzing dnll suggested in the light pass-
ages of staccato sixteenth and eighth notes. The tempc is incre-sed in this
section and the accents must be strongly brought out in order t~ mairntain the
rhythmtc effort desired. Notice the indication "forte"™ in the 13th, measure
fcllowed by the chord and the rest. Play this chord with a very staccato touch.

The original melody or theme reappears for an instant in a new key,
played very softly and staccat~. This leads back into the mel~dy played by the
octaves and to the repetition of the first theme in the original key. Repeat,
es indicated by the double endings. Practice “hese scale passages very carefully
until you can play them fluently.

A connecting passage leads back to the first theme, which is played
8oftly and with a noticeable "decrescendo" tn the end of the picce. Notice the
lust three measures marked "smcrzando". These must be played with a light,
fleeting touch, suggesting the disappearance of the doll.

In playing this crmposition, tring out the meleody clearly above the ac-
compariment, The c-mpossr has shown great skill in imparting veriety and inter-
est * . the theme by frequently changing it from the treble to t!a bass, and vice
versa., Do not let this confuse you. Play both parts separately, and decide
which is the mos=t important melody; then bring nut this one above the accompany-
irg melody or chords.

Refer to Lesscns Nos.. 66 and 75 for Legato octaves.

" " " " 73 " Melodic voicing.
" n " " 36 " Staccato touch.
" " " " 51 " Accents.

P. Inst.16



UNIVERSITY EXTENSION CONSERVATORY
Chicago, Illinois.

"PILGRIM'S CHORUS"
Arrangement by Gustav Lange,

From "Tannhauser" By Wagner.
Opus 321, No. 1.

To be studied with Piano Lessons Nos. 93 to 96.

It you are a beginner or an advanced student in Sherwood’s Piano Course, you
should practice this piece according to the instructions given below. If you are
a teacher using this ar teaching material, the same important instruction is to
be observed in giving the lesson. To facilitate this, you should mark these
salient points on your teaching copy.

This immortal chorus takes one back to the days of chivalry and knight-
hood when frequent pilgrimages were made to the holy shrines and knights devoted
their lives to prayer and works of piety. "The Pilgrims Chorus" from the famous
opera of "Tannhaus=r", by Richard Wagner, expresses this devout spirit. Picture
the distant pilgrims chanting this wonderful theme, and gradually approaching
nearer and nearer. This effect is produced by announcing the theme softly, and
gradually increasing the tone volume from "p" at the beginning to "ff" at the

close.

The composition opens with a slow, stately theme, in the time of a march,
representing the chanting of the pilgrims. This strict march tempo must be
maintained throughout, and the melody played very clearly &snd distinctly. In
practicing it would be well to play the melody alone, in order to fix it clear=-
ly in mind, thsn combine it with the accompaniment, taking care to accent the
melodic notes. Follow the indications "p", "crescendo", etc. and increase the
tone veclume very gradually, thus suggesting the gradual epproach c¢f the pilgrims.

In the section opening in the key of E flat on page 3, you will observe
that the melody occurs in octaves in the treble, and an accompaniment in the
form of triplets is contaired in both treble and bass. See lesson No. 90 for
the illustration of melodic tones with the accompanying figure for the right
hand. Note the instructinn given here, and follow the same instructions for
the playing of this passage, in order that the MELODY MAY STAND OUT CLEARLY
ABOVE THE ACCOMPANIMENT.

Next follows a section containing the melody played in strong forte
chords in the tretle with the accompaniment of sixteenth notes in the tass. This
gradually merges into a passage wherein the accompaniment alterrnates from treble
to bass with increasing tone volume, until the original theme is again played
with a fortissimo touch in the passage marked "grandioso", meaning in a big,
broad style. Play the theme in this passage with all possible strength.

Frequent arpeggios occur throughout the work, which closes with a passage
of brilliant arpeggics marked "crescendo molto"™, leading to the final chords.

Refer to Lessons Nos. 93 and 94 for Legato octaves.

LA " * 90 " Voicing and Accompaniment.
" N L " 36 " Chord action for triplets.
" " » n 75 " Legato touch.

" " " " 62 " Arpegglos.

P. Inst. 19.



WUniversity Extension Gonserbatory

C]zioayo, lllinors

A Course of Lesson No. 1
Piano Lessons 5 i

By William H. Sherwood | - .7 L.
TV / o ;,_/,h—t‘r'/ = . o =g /

One of the practical things to learn when commencing the study of music is the meaning of some of the different characters used.

The Staff—Notes

Illustration No. 1 Tones are expressed to the eye through characters called notes, which are written Ilustration No. 32
on lines and the spaces between them. The group of five lines and four spaces between o
them, as shown in Illustration No. 1, is called the staff. o
The characters you see written on the staff in IHustration No. 2 are called notes. — =

For naming the notes placed upon the lines and spaces of the staff the first seven letters of the alphabet are used, A, B,C, D, E, F, G.

As you have doubtless observed in the use of your own voice and in listening to the tones produced by other voices and on
different instruments, you know that there is a great difference in the pitch of tones. Some are so low they are little else than a
rumble, as the very low tones of a bass viol, pipe organ or piano. Others are low, but can be sung by a deep bass voice. Others
are about the pitch of the ordinary speaking voice, Others higher, that can easily be sung by a soprano voice. Others still higher,
beyond the range of any human voice, as the high tones of a piano, flute or piccolo.

We determine how high or low the pitch of a note is by its position on the staff. In pianc music we have two staves, one on
which the low or bass notes are written and another on which the high or treble notes are written. It is interesting to know that

Illustration No. 3 ( The Great Staff) Illustration No. 4
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many years ago they used only one staff and it had eleven lines, as seen in Illustration No. 3. It was called the great staff. In
reading music so many lines and spaces together were confusing to the eye. It was later divided as in Illustration No. 4. Each
staff contains five lines and four spaces. \C was the middle line in the great staff, hence its name “Middle C.” It was not included
in the two staves so it is always written on an added line above the lower staff or below the upper one, as in Illustration No. 5.

As it was convenient to add severalHines and spaces above and below the two staves, they are written for practical use as in
Illustration No. 6. The space between the two staves is about the same as the width of one of them.

Hlustration No. 5 This character is called the “F” or bass clef, and is placed at the beginning of the bass staff
as in Illustration 9 No. 7, todistinguish it from the treble staff. This sign starts on the fourth
line and curls around that line. The dots are placed one above and the other Illustration No.7

- below the line. As the note “F” is written on this line in the bass clef, this E
feature of the clef is an aid to the pupil in locating that note.

&
. We will first learn the notes on the bass staff.
L. ; Illustration No. 8
Beginning at the bottom wWe  Nteq on lines of the bass staff, .~ The note on the 5th line is “A.”
Illustration No. 6 number the lines and name the AQ— 5. The note on the 4th line is “F.”
notes placed upon them, as in ~ @PJp———=——F@——4 " _.The note on the 3rd line is “D.”
i Z Y I The note on the 2nd line is “B.”
Illustration No. 8. 8O H
O 1 The note on the 1st line is “G.”
Reginning at the bottom we Iltustration No. 9
number the spaces and name Notesonspaces of the bass staff. .. The note on the 4th space is “G.”
the notes placed upon them, as Yt - L 41 .. The note on the 3rd space is “E.”
# 3 i -The note on the 2nd space is «“C.”
tn Iushration Ne: g < ACS i ~The note on the 1st space is “A,”
In Illustration No. 1o you will observe that the note on the fourth space bears Illustration No. 10
the same name as the note on the first line, both being named “G.” This is because R e A
the second “G” is a duplicate in pitch of the first, an octave (eight tones) higher. 4 e : Fo
Any two tones having the same name are duplicates in pitch and it is for this reason PPN\ Bd
B I ==l " A" 3
that we need only the first seven letters of the alphabet in naming the tones. As 1 2 3 4 6§ 6 7 8 9

the notes having similar names have different locations on the staff this duplication of names is not confusing when learning or
reading the notes.

Copyright, 1906, by Siegel-Myers Correspondence School of Music., International Copyright secured:
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‘WUnibersity Extension @onservatory

Chicago, Illinoss

.

A Course of
Piano Lessons Lesson No. 2
By William H. Sherwood
This character is called the “G ” or treble clef, and is placed at the beginning of the treble staff, as in illustration No.
1, to distinguish it from the bass staff.

Illustration No. 1

| The end of this sign curls around the 2nd line of the staff. As the note “G” in the treble clef is written on chis
line, this feature of the clef is an aid to the pupil in locating that note.

Notes on lines of the treble staff: Notes on spaces of the treble staff:

Illustration No. 2 __The note on the fifth line is F. Hiustration No. 3

£Q-5, — . The note on the fourth line is D. The note in the fourth space is E.
—vow ~ T'he note on the third line is B EXSq]- ~_ The note in the third space is C.
B s i @ 2 2
O - .. The note on the second line is G. DA The note in the second space is A.

D) £t The note on the first line is E, ) - The note in the first space is F.

You will notice that the same letters of the alphabet are used in the treble clef as in the bass clef, but that their positions
upon the staff are different.

In illustration No. 4 you see all the notes on the lines and spaces of the two staves. Also the notes on the first space above
and below the staves, and middle C on the added line, which has already been explained.

Illustration No. 4

oo ee—— |
{5 LI\ 80132 ——— 1} The note on the first space
Ty Ee-R " below the treble staff is D.

0 MIDOLE € —p (4 T CTTTTmTTmTSTesssmsmossssssoees

TP I\ SO L e e e e C P e L PP ELEEEELLLLLLLL *** The note on the first space

PN B :
",)3 TS EU{ b2 above the bass staff is B.
LA Rk

Illustration of a complete piano keyboard with letter names of white keys only. Names of black keys will be given in a succeed-

ing lesson.
Illustration No. 5

A|B|C|D|E|F|G|A|B|C|D|E|F|G|A[B|C|DEF|G|A|B|C|D|EF|G[A(B|C(D|E(F|G|A|B|C|D|E|F|G|A|B|C|D|E|F|G|A(B|C

MIDDLE, "e? oz 3 4 <

The average piano keyboard is 775 octaves in length (an octave is the distance between eight tones, as from C to C, E to E,
etc.) The keyboard of an organ and of some pianos is shorter, but the names of the keys are just the same as those given in illus-
tration No. 5.

The first seven letters of the alphabet are used in naming the keys on the keyboard, the same as in naming the notes on the
staff. You will observe that the keyboard is composed of groups of keys, each group containing seven white keys and five black
ones, The names of the keys and their arrangement are the same in each group. Each group of keys may be divided into two
blocks, one containing three white keys and two black ones, and the other four white keys and three black ones. C is always found
to the left of the two black keys, E to the right, and D between them. F is to the left of the three black keys, B to the right, G
between the first and second counting up, and A between the second and third. When the names of one group are learned they
are all learned. Notice carefully the location of middle C on the keyboard. (See illustration No. 5.)

Note—The pupil is expected, in studying these lessous, to make sure that every point in each lesson be perfectly understood
and learned before proceeding to the next. The examination questions must be answered without any reference to the text of the
lesson or without any help from anyone. It is only in this way that we can know what progress the pupil is making.

Copyright, 1906, by Siegel-Myers Correspondence School of Music. English Copyright secured.
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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 tc 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 “‘flexor’ or /ifting muscle, by means of which he can
secure adequate poise of whatever preparatory position may be required before playing, against his “‘extensor’ 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 eandurance and of
his control over agreeable tone quality of whatever variety (in staccato or legato), or of degree (from pianissimo to foriissimo)

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, us
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
ore beginning any
precise position for the movement as shown
by the given illustration.

2.—Practice each exercise, first, standing erect
and away from the keyboard, the better to
observe necessary detail—although Exercises
Nos. 3, 4-b, and 5 are available, 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
mzking the required action from any one
joint, take pains not to bend any of the
other joints in question. In making this
distinction, however—in order, to avoid 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 at the 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.—1It 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

\ | exercise, hold the arm close to the body,
' with the finger tips aiming straight |

Illustration No. 1-a downward. Concentrate your thought Illustration No. 1-b
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upon the condition of the arm. ls it stiff and full of tension, or is 1t 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, put 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.

b
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Mlustration No. 3-3 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

3 B
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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 Illustration 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.

———————————————————
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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 4nuckle 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. V

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 illuscrations 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
(a and 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.

n practlcmg this exercise in the different angles of posmoEJ the rules requiring
restramt of joints between shoulder and finger-tips must be obsétved.

/The other exercises should also be practiced with .r,g-g_g_espondmg changes of
posm.an to\fmd left/)f these-stowii in their re spective illustrati onsA

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

. e

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 Illustration No. 6-L
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[llustration No. 7-b Illustration No. 7-a

Illustration No. 8-a Illustration No. 8-b
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Rests

Rests are signs used in music to indicate 2 rhythmic silence. They alternate with periods of sound.
INlustration below gives the different kinds of rests in general use, and also indicates their time value..
Beginning at the left, each rest is twice as long as the rest which follows it, consequently beginning at
_.the right, each rest is one-half as long as the rest which precedes it. Notes and rests connected by dot-
" ted lines are of equal time value.

_ ‘Whole Half Quarter 8th 16th 32nd 64th
Rest Rest Rest ‘Rest Rest Rest Rest
% — = = Y g E ¥
- . - = ] ‘. . .l l ll
= =
Y Whole Half Quarter 8th 16th 32nd 64th
' Note Note Note Note Note Note Note

Copyright MCMXII by Siegel - Myers Correspondence School of Music

NOTE The above Supplement, introducing the subject of Rests,i§ to be studied in connection with Lesson NO 11,
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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. LKeep
the upper arm and el-
bow firm and motion-
less and near the side of

. 7 thebody. {Slowly lower \ !
the forearm, wrist and hand to position 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. @e 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

[__T—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 unsupported.

7~ 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 practicing 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 mére 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 in the position as seen in Illustration No. 1. When playing the hand should be
in the position as seen in Illustration No. 2. Snrin B 4
The dotted half notes receive three counts. A i ; i .1 ! 1
dot placed after a note adds one-half to the %%
value of the note. Play slowly, endeavoring to 7 T ¥
have free, easy wrist and controlled hand and
fingers. Move slowly and wazz at each high

1 h_a £ '
and low position alternately. % :::t:‘:é

1
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Exercise No. 2
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Piano Lesson No. 18  Sompowd i saied sy
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, .wris.t and forearm, necessary in
playing both, is more readily learned in the practice of arpeggios. The distance between the keys used in playing arpeggios is greater than the distance
between the keys used in playing scales. You can develop flexibility, suppleness, strength and elasticityy also stretcthing powers and mdepepdence qf the
acting parts for their best use afterwards, in small distances, through /Zrs¢ making the longest strokes. This is upon the same principle that pupils learning to
write in school make capital letters before making small ones,

Illustration No. 1 Exercise No. 1 Illustration 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—Ezxpansion 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
are 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

separately until the hands are slightly tired. The A SHORT PIECE IN FREE C ANON FORM.
exercise should be practiced with the hand held lv fast.

above the keyboard, and also with the fingers Moderaste f -m
touching the surface of the keys, as is shown in the _:f - } 4+ = =

3 s 2
D Y

illustrations. The wrist should be loose and the —P J'_F;l' G z 1‘ = 1" = < & o
forearm light. While holding the hands in the | —— Jpe— —
positions as shown in the illustrations, undulate the mp ——=——— | 5 4 2 o 3 12 2 3 i
wrist and forearm up and down, at the same time 5 - 2 ﬁ 1"‘ o 5 ] e — ’t_./
maintaining tne correct position of hand and fingers. =  — —— ———
When stretching the hand to its fullest capacity, the - + t —_— e

tendency is to stiffen the wrist. This must be care-
ully 1voided. The above combination of efforts will
enable you to gradually overcome the tendency to
stiffen.

A canon is a dialogue of melodies. In a strict
canon the second voice copies the notes, rhythm
and intervals of the first voice exactly, but always
at a definite length of time behind the other voice.
If you walk towards the west at sunset your shadow
will follow a certain distance behind you. Similarly,
the imitation (second voice) copies and follows the
leading voice.

The above piece is not in strict canon form.
There are two distinct voices, but they are not
exactly alike. They might be said to take turns
playing tag and imitating each other ~From meas-
ures eleven to fifteen the piece is written in the key
of D major. The change or modulation is made
through the introduction of C sharp. In measure
sixteen the C natural indicates a return, or modula-

. 8 o % . E /\
tion to the original key of G. The introduction of { il i_% 1% T — =+

Free Canon Form g

-+
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a new key containing one more sharp or one less
flat than the original key, is usually stimulating and
necessitates a little more heroic treatment. Hence,
the MF, which means (mezzo-forte) rather loud, and
the crescendo sign in measures thirteen and four-
teen. The return to the original key has a quieting
effect, hence the MP, which means (mezzo-piano)
rather soft, and the decrescendo sign in measures
sixteen and seventeen.

Practice first with each hand separately When
playing with both hands together, endeavor to hear
the progression and meaning of both voices at the
same time. Observe the fingering, the slurs and
the marks of expression. This (—) mark means to
accent and cling to the note indicated more ear-
nestly than to other notes.
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Free Crossing Exercises at the Keyboard

The practice of arpeggios should precede the practice of scales. ﬂe control of the sideward acting muscles of fingers, wrist and forearm, necessary in
playing both, is more readily learned in the practice of arpeggios.) The distance between the keys used in playing arpeggios is greater than the distance
between the keys used in playing scales. You can {develop flexibility, suppleness, strength and c];lsticit}'i’also stretcthing powers and independence of the
actmg parts for their best use afterwards, in small distances. through /»st making the longest strokes. This is upon the same principle that pupils learning to
write in school make capital letters before making small ones.

Illustration No. 1 [ Exercise No. 1 ﬂ," W Illustration 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—Ezxpansion and Contraction of the Hand

’\ﬁlllustration 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
are held above the kcysg In Hlustration No. 2 the hand is contracted, with the tips of the thumb and fifth finger crossing each other.
Practice expanding™and contracting each hand
separately until the hands are slightly tired. The A SHORT PI C E I N FR EE C AN O N FO R M .
exercise should be practiced with the hand held Moderately fast.
above the keyboard, and also with the fingers

touching the surface of the keys, as is shown in the L T £ < i 3 ) 4‘{ :
illustrations. The wrist should be loose and the » = Z = & & =~
forearm light. While holding the hands in the .'J ] t 1 ey 3

positions as shown in the illustrations, undulate the s 1 2 < 2 3 o

wrist and forearm up and down, at the same time 771’; = 2 L2 e : 5 > £ e & 1 r —]
maintaining the correct position of hand and fingers. ] 4 —+ } i - f—T1—t 1
When stretching the hand to its fullest capacity, the L ' t S

tendency s to stiffen the wrist.  This must be care- R - —
ully avoided.  The above combination of efforts will

enable you to gradually overcome the tendency to = -
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Yree Canon Form

I;‘: canon is a dialogue of mcl()(lich@ a_strict
canon the second voice copies the notes, rhythm
and intervals of the first voice exactly, but always
at a definite length of time behind the other voice.
If you walk towards the west at sunset your shadow
will follow a certain distance behind you. Similarly,
the imitation (second voice) copies and follows the
leading voice.

The above piece is not in strict canon form.
There are two distinct voices, but they are not
exactly alike. They might be said to take turns
playing tag and imitating each other  From meas-
ures eleven to fifteen the picce is written in the key
of D major. §The change or modulation is made
through the infroduction of C sharp. In measure
sixteen the C natural indicates a yeturn, or modula-

tion to the original key of G. [The introduction of = ¢ o3 . e 11 } 1
a new key containing one more sharp or one less { I
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flat than the original key, is usually stimulating and
necessitates a little more heroic treatment. Hence,
the MF, which means (mezzo-forte) rather loud. and
the crescendo sign in measures thirteen and four-
teen.  The return to the original key has a quieting
effect, hence the MP, which means (mezzo-piano)
rather soft, and the decrescendo sign in measures
sixteen and seventeen.

Practice first with®ach hand separately When
playing with both hands together, endeavor to hear
the progression and meaning of both voices at the
same time. Observe the fingering, the slurs and
the marks of expression. This (—) mark means to
accent and cling to the note indicated more ear-
nestly than to other notes.
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by William H. Sherwood ‘ LESSON No° 19

Combined Forearm and Finger Exercises

Exercise N1 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 Illustration NO 2, 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 slovﬂy and del1berately, holdmg st111 at each quarter beat,

i L
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Fingering. 4 segue.

Play Exercise N92 for rlght 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 unalyzed anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit.
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“Flow Gently Sweet Afton” is an old Scotch air. It isto be played with the combined use of forearm and finger action.
The melodyiswritten 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 wrisi sinks to take a finger of the other hand down.

When not playing hold the hands above the keyboard in the position  shown in Illustration NO1,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.
¢ An exception to this may bé made inthe case of the repeated tones when a gentle up and down forearm actionwill be found

to enable the finger tip to cling to the key longer than when employing the regular finger action, and thus produce a more sus-
tained tone.
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by William H. Sherwood ’ LESSON No 19

Combined Forearm and Finger Exercises

Exercise N1 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 NO 2, 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.

ExA.
Fingering. §

OO

segue.

Play Exercise N2 for right 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 unalyzed anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit.
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“Flow Gently Sweet Afton” is an old Scotch air. It isto be played with the combined use of forearm and finger action.
The melodyiswritten 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 thisis 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 wrisi sinks to take a finger of the other hand down.

When not playing hold the hands above the keyboard in the position - shown in Illustration N21,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 An exception to this may bé made inthe case of the repeated tones when a gentle up and down forearm actionwillbe found
to enable the finger tip to cling to the key longer than when employing the regular finger action, and thus produce a more sus-
tained tone.
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Combined Forearm and Finger Exercises

Exercise N01 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 Illustration NO 2, 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 fourthand
third, then third and second and lastly second and first, as marked.

LESSON No° 19

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

segue.

Play Exercise N2 for right 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 unalyzed anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit.
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“Flow Gently Sweet Afton is an old Scotch air. It isto be played with the combined use of forearm and finger action.
The melodyiswritten 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 riseto take a
finger up as the other wrisi sinks to take a finger of the other hand down.

When not playing hold the hands above the keyboard in the position  shown in Illustration N1, 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.

¢ An exception to this may bé made in the case of the repeated tones when a gentle up and down forearm actionwillbe found
to enable the finger tip to cling to the key longer than when employing the regular finger action, and thus produce a more sus-
tained tone.
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Pedals.

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 overfones 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. It is 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. On other 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 different pedals,and learn the

myenRiam gheddh, 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 sound. 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 et Count. 1 2 8 ele.
4 . o
Pedal. Z—}—r—}—r—i—‘l—r—i—r—l—}—r—ﬁ—r—-ﬂ Pedal..i % P H P +3 i H
Foot. Up Down Up Down etc. Foot. Up-Down elc.

The above notation is used to indicate when to 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 lengthof time of
each note. Count slowly and deliberately. In Exercise N91,count four to the measure. Lift the foot deliberately at 1st
count. Have the heel on the floor, the fout 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
coints‘two’and“three? Hond:

Lt dand, b el - ===t
Ex.3. 25 =t “Ex. EE I Ex.5. - ts

5 4 32 8 4 5 5 . _I‘LWWW
Pedal. et i e B B B B B

Exercises Nos.3 and 4 are for the hand alone. In Ex. NO 3,have the hand prepared. to play dunng the first beat. Play
deliberately at the second beat, Lift thewrist- at the third, play at the fourth etc., without using the pedal. Play with
the - forearm, - as explained in Lesson N9 14. Pay especial attention to the position and use of the handand forearm
during the rests. In Ex. NC 4 play at the first beat and hold the half note its full length of time. Liftthe wrist at the
third beat,etc. Practice Exercises 8 and 4 with the rlght hand two octaves higher.

Itxuube 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 wrist at four. In measure two, while still holding the pedal down,continued from first measure,
play at one, lift pedal at two, put pedal down at three, 1lift wrist at four, Continue similarly in each measure as marked.
The line connecting the pedal notes is a tie and indicates that you hold the peddl from the preceding measure, through
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 for nervous persons.

qut ﬁa/nd

Right hand.

4

Exercises N256 and 7 are correct both musically and mechanic dll) Play the note and lift the pedal simultaneously at
cne. Put the pedal down at two. Lift thewrist: at three. Take grea® 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 1nbtant thatthe next
note sounds, in order to make the tones legato and controlled. Each of the above exercises must be perfectly learned
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The Value of Eighth Notes in Relation to Quarter Notes,Half Notes and Whole Notes.

An eighth note is equal intime-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 (see Illustration N2 1) When two or more eighth notes, or notes of a smaller value, are written consecutively,

the hooks(nh J\) are usually disﬁpensed with,and bars connect the stems, as seen in Illustration N© 1.
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Inz, 3or4 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 ecighth notes,or their equivalert,for each beat. Two notes in a beat may be compared to two syllables in
aword; a word with two syllables,representing eighth notes and a word of one syllable,representing a quarter note.

=

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'dby the tones in the first two measures. Observe that the words‘chiming’and
“Christmas’ each contain two syllables,but thateach word representsonly 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.
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Ding dong, ding dong chim-ing Christmas  bells.

A note representing one beat receives one count, as you have learned in preceding lessons. When two consecutive
. . . .
notes represent one beat they are sometimes counted “one-and two-and’] ete. “‘One’ representing the first half of the

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

0 I

One-and Two-and etc.

count the equally divided beat is:“one-two-two-two, three-two-four-two) etc. one,two,th :e and four representing the
first half of the beats and the “‘two’ following each number representing the last half of the beats. thus:

F—'_—Fﬁ;ﬂ
%_J_j ® i ¢—J—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 notesgas well
as to the eighth motes. This will aid you to count and play all of the notes in correct proportion to each other.
Play and count Illustration N© 3 as marked.

N ===—c=c=———c-———=—=———c=c——=cccc—=—
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Play Exercise N9 1 first with each hand seperatsely, later with both hands together. Play slowly and smoothly and
count evenly ‘“‘one-and)’efc 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 regilarity of the beats. Do not hesitate or hurry between
the measures. Pupils who have not had enough training in Food time keeping, will find the above way of counting
the measure in fractions, a good drill, for use until more proficiency is obtained.
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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. s il

Preliminary Exercises

In exercises Nos. 1 Right Hand. Ex. N¢ 8.

and 2 hold ““G”’ with the £ t 1 o 1 ;s
thumb, move the hand
across the thumb and
play the several notes with
the fingering as marked.
If your hand is small play

the “‘Ep,” inmeasure three

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 Illustration 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.

Illustration 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 apd that all the fingers are raised, except the one holding a key

le 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.z

In future lessons it will be explained how one with 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 Correspoudence School of Music. English Copyright secured.
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The Relative Value of Notes

, A sixteenth note is equal in time-value to the fourth of a quarter note, or the half of an eighth note;there-
fore there is the time-value-of two sixteenth notes in an eighth note, four sixteenth notes in a quarter note,
eight sixteenth notes in a
half note, and sixteen six-
teenth notes in a whole 7 yo ¢ VAR
note. See Il1l.N? 1. o=

e -

=

In 2, 2 or i time, there is the value of four sixteenth notes for each beat. When counting“one-and-two-and”

etc.,you play two sixteenth notes for “one” or the first half of the beat, and two sixteenth notes for ‘“and” or
the second half of the beat. When counting one-two etc. you play four sixteenth notes for each count. See Ill
NO 2. Play and count Illustration NO 2 as marked.
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Five-Finger Exercises.
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The above exercises are to be practiced first with each hand separately, later Withrbothl hands together.
Count slowly and steadily. If you are a beginner, count “one and” etc. as explained above. When more
proficient give one count to each beat.

Keep the hand and wrist quiet. Follow all the instructions for legato finger exercises, as given in Lessons
Nos.4,5and 7. Vary the volume of tone from pianissimo to fortissimo; that is, from very soft to very loud.
Endeavor to make each finger equally flexible and strong Give the weaker fingers special practice.

~ Return to the finger exercises in Lessons NQS-4,5 and 7,and practice those measures devoted to exercises
for the weaker fingers.

Copyright MCMVII by Sierel- Myers Correspondence School of Music.
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I1l. 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. Ill. NO2 is the same scale, written with the key signature (three sharps) placed after the
clef sign. I11. N9 3 is the scale of Eb major, writtenwithout the key signature.Ill. NO 4 is the scale of Eb major,
written with the key signature,

Jil. No 1. 1il. Vo 2. Ti. NO 3. Ji. VO 4.
Scale of A majpr. Scale of Eb major,
E:s E ggg'—%o— ggg gge g 12 |3 0|
&g AB C§DETF§ G A o FbF G Ab B CD E [)) .

Play these scales, write them, sing them, name the degrees and study them as directed in Lessons NQS 13
and 16.

Ex.N?1. . Five-Finger Exercises
. 23, 2842 3842353 o349
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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 the 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 so 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 /¢ the ﬁ_ngm curved.
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I11. N91 is the scale of A major, written without the key signature and with the sharps placed before the
notes F, C and G. Ill. NO 2 is the same scale, written with the key signature (three sharps) placed after the
clef sign. I11. N9 3 is the scale of Eb major, writtenwithout the key signature.Ill. NO 4 is the scale of Eb major,
written with the key signature,

4%, B2 &, L. o 2. Tu. No 3. U, o 4.
jj%%%; M ﬁg? &!182051'8E;;m4_2_h‘_2a3ir %S b 5T
A8 CFDEF} of & o e AbBCD B ©  °

Play these scales, write them, sing them, name the degrees and study them as directed in Lessons NCS 13
and 16.

Ex.N?1. Five-Finger Exercises
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" 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 the 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 so 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 /2 the fingers curved.

Copyright MCMVII by Siegel -Myers Correspondence School of Musie.
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In Exercises N0S1and 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. A p  B.H
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You should pay strict attention to the definite action of the wrist during the .rests.. The average pupil gives so little thought
to this kind of training,that he will do unreliable and awkward work both in minding rests and beginning again after a rest, while.
perhaps doing well, when the legato is continued.

When preparing to play on the first beat in the exercise and at the rests,  you should always raise the wrist, as was explained in pre-
ceding lessons. When ‘'you raise it, 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.

Draw in the finger tip slightly when playing,thus bringing the fingers back to correct position and enabling themto cling tothe

.
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keys.
Make all movements of both the foou 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 fellows, more than from one to three inches. A still more
limited action is often desirable.

MORNING PRAYER
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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 practice,alternating 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 cling to the surface of the keys the full time-value of the notes. This kind of practice is strongly advised. It is anaid
to you in overcoming stiffness and heaviness;and enables you to more clearly analyze the different forms of aétior. 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 legato, but that the tones do not overlapnor blur. Observe the phrasing.Bach of the first three
phrases closes with a quarter rest This will aid the Qupll to appreciate the end of each phrase and to start withanew impulse
on the next phrase. The words are also an aid towards making the 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 C is at the same pitchas 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,
: The note on the third space below the treble staff is G.
i The note on the third line below the treble staff is F.
{ The note on the fourth space below the treble staff is E.
: ; The note on the fourth line below th