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MY MESSAGE TO YOU

Now that you have decided to become a student of my school,
I bid you a hearty welcome. Although I am not able to be at
your side during your studies, I want you to feel that my
lessons are written for YOU—are personal to yourself.

And I want you to know that I am taking a personal interest
in your work.

If you are in doubt about anything, do not faii to write me,
when I will do my very best, with the help of my instructors
and branch managers, to make you feel that interest which
should always exist between teacher and student, no matter
how far they may be separated.

Yours r Success
)——&L\ A
' 4

PRELIMINARY

The student should pay particular attention to all the instructions contained in these preliminary lessons.
We are taking it for granted that you want to get your ground-work right, so we are starting you “right
from the beginning”. We are concluding that all you know of your piano is that it is a piece of furniture
capable of producing sounds and occasionally (we hope!) needing tuning from time to time. You will see
that we have sent you lessons 1 and 2 together. Before you go on to lesson 2, it is essential that you should
have mastered the contents of lesson 1 thoroughly. You may then turn to lesson 2, but not before.

At the beginning uf each subsequent lesson, and from time to time as may be necessary, we may refer
you to these first lessons. It is therefore essential that you follow the instructions issued by Mr. Mayerl
in them fo the letter : by doing so, you will save yourself much time and be assured of real progress. He
cannot help you if you will not be guided by him!

Very well then. First of all, we wish you to get entirely out of your head any idea you may have had that
written music is a mysterious language or one difficult to read ; it is not. And when you have grasped the
whole idea of it, as we shall show you in a very few minutes, you will understand how simple this written
code, or notation (to give it its proper name), is. The written word of music is not really like any other
language, because it is actually a picture. It is partly a picture of the piano keyboard itself and partly a “plan”
of the tune which 1s to be performed upon it.

The object of printed music is three-fold :—

(1) To inform you what tune is about to be played.
(2) To tell you whereabouts on the piano keyboard the necessary notes appear.
(3) To tell you the kind of tune it is (in other words, the time of the tune).



"B

-

THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
(PIANOFORTE)

) Copyright for all countries. All rights reserved
Page Two . LESSON 1

CORRECT POSITION FOR SITTING AT THE PIANO

As in everything else, it is very important that you do not start by getting into bad habits when first
learning to play the piano. Just as there is a correct position for the swing in golf, and the placing of the
hands upon the clubs, so there is a correct method of sitting at the piano. This depends, first of all, upon
the position of your body with regard to the wkole instrument, and next with regard to the height at which
you should sit in comparison with the height of the key-board from the ground. Should you be too high
or too low, the position of the arms, wrists and fingers will be wrong, and will cause fatigue and bad
execution. Observe, therefore, the following rules :— )

First of all, of course, you should sit yourself in the centre of your instrument so that the
maker’s name appears opposite the centre of your body.

Do not make the mistake of sitting too near the key-board; you should place yourself in such
a position that the arms are extended to about three-quarters of their length and the kneésonly
protrude very slightly under the woodwork beneath the keys, as in photograph 1.

Always sit upright; but do not stiffen the trunk, You should not adopt a slovenly attitude,
nor yet should you seat yourself in such a waythat i it causes your tack to ache.

Your piano stool should te of such a height that, when seated as in photograph 1 your arms
should be slightly sloping downwards from the elbow, whereas your wrists are parallel to the
key-board. Please look at photograph 2. The average height of the piano stool for a grand
piano should be 16 inches, and the average for an upright should be 18 inches.

In no circumstances whatsoever should the wrist be allowed to drop. It must be held loosely
and no strain must be put upon the muscles, but from the knuckles to the wrist must be a

horizontal line. .

Photo 1.
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When you first start to practise the exercises, it is highly probable that you will experience a certain
amount of fatigue, because these are new to you. I cannot over-emphasise the caution to cease practising
as soon as you feel tired. You will quickly get over this feeling, and, like everything else, custom will
bring much less weariness. Do not fail to stcp, espccially at ﬁrst, the moment you feel your arms are
growing “heavy.” Let them relax and have a rest. .

For the moment we shall be extremely grateful to you 1f you will ignore the existence of the pedals.
Your neighbours will probably be equally grateful!! In due course, we shall give you instructions in their
correct use.

THE KEYBOARD

A ““piece of music ™ with no notes on it at all looks like this—

e e e et e e . 2~ bt ——— —

As you will see from the above, this is simply a collection of lines and spaces Now, each ot these lines
and each of these spaces refers to one of the WHITE notes on the keyboard of your piano; they have nothing
whatever to do with the black notes, with which we shall deal later. It is quite obvious to you that with a
pianoforte keyboard, containing 50 white notes, it would be quite impossible to print a line or a space for
each of these on the offchance of their being wanted. What is done therefore, is to print the lines and
spaces for that part of the keyboard most generally in use and the rest can be added above or below it, as
and when it is needed. . '

Modern musical notation divides the keyboard into two parts with a sort of  no-man’s-land ” between
them ; the top part is called the “treble” and the lower part the “bass”. The most used part of the treble

is enclosed in five lines and the sign § marked onit. This is called the treble or “ G” clefand thxs pecuhar-

looking sign is merely a derivation of the old form of capital “ G.” In the same way, the most used part
of the bass is also enclosed infivelinesand thesign $)* is placed upon it also. This is then called' the bass or
“F” clef. The sign used for this clef is likewise a derivation from the capital “ F.”

. THE KEYS
DIRECTIONS FOR USING CHART A

Now, we will show you exactly where these two clefs come on the keyboard of your piaﬁo. But before
we do this, let me remind you that the easiest way to make you remember anything new is to tell you the
reason for that thing, and to give you a' comparison between the new thing and somethmg with which you
are already familiar.  So, for the moment, I want to have a little chat with you about colour and its relation
to sound. I am not going to be scientific ; in fact, many of my statements are not absolutely accurate in
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themselves, if we were to examine thiem in the light of exact science ; but the point is that they compare the
essential facts of colour with the essential facts of sound in the way that we ordinary people understand them
both through the medium of our eyes and of our ears. Colouris exactly the same as sound, because it affects
our senses by means of vibrations. ~The lower or duller the colour the less number of vibrations per second

" does it produce. The duller or lower the sound the less number of vibrations per second does it

~ produce also. . Therefore, colour and ‘sound are the same ; moreover, certain .colours match  certain
sounds ; the only difference is that you are conscious of the colour by means of one sense, sight, whereas
you are conscious of sound by means of another sense, hearing. The lowest or dullest colours
(that is to say, those giving the fewest vibrations per second) are at the red end of. the spectrum.
It is for this reason that photographic plates are developed in a red light. You see, this colour is so
inactive that it takes the longest time to make its mark upon the sensitive plate. It is, moreover, the safest
colour to use, because it makes the least impression and is not likely to spoil what is already upon that plate.
The dullest or lowest notes, and those are the notes giving the fewest vibrations per second, are to be found
at the bottom of the piano; and therefore these correspond with the red or dull end of the colour spectrum.
They are really the red end of the sound spectrum, as it were. The colours giving the most vibrations per
second are to be found at the ultra-violet or blue end of your colour spectrum,and if you will examine the
average amateur photograph you will notice that the intense blue of the sky has been so active in impressing
itself upon the' photographic plate that it has taken all the blackness (i.e. dullness) out of that’ plate, with
the result that skies are produced as a brilliant white. If you take a photograph of a girl in a blue dress,
the blue dress will come out white (f.e. bright) ; but if you take a photograph of a girl in a red dress
the dress will come out black (i.e. dull). - In the same way, the brightest notes of your sound spectrum
are to be found at the top of the piano, because they have the most vibrations per second. Iam particularly
anxious to get this relation between colour'and sound into your mind, because you have grown up with
colour and therefore you understand it, but you are only starting to understand music in a similar fashion ;
and so I want you to compare it with ,something you already know. If you will ‘examine the large chart
marked A, you will see that it is tinted to correspond with the colour spectrum.  Now upon it Wwe have
placed the sound spectrum (or the piano notes) in such a way that the low notes correspond with the low
colours whilst the high notes are to be found on top of the * high colour » part. If you will bring yourself
to connect these two in your mind, you will never have any difficulty in remembering what the notes are, or
where they are on the music, or where they are on the keyboard, or where the keyboard lies in relation to
the music.

Will you please seat yourself at your instrument and place this lesson upon the music rest ; then take the
large chart marked A and unfold it. You will find that this is so made that it can be slipped over the white
keys of your piano leaving the black ones sticking out through the spaces. Notice where the position of the
lock of your piano is marked on the chart and place the latter i in such a way that it corresponds with the
actual lock itself. ,

YOU CANNOT FAIL TO PLACE THIS CORRECTLY, BECAUSE OTHERWISE THE LOOSE
NOTES ON THE CHART WILL NOT FIT PROPERLY ON THE KEYS. If you try and forca
them into the wrong place, not only will you tear the chart, but you will learn all the names of the notes
mcorrectly
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Check-up your chart with the sketch below and make sure it is correct before proceeding further.
Chart comes here. .

— )

Maker's Name

)
a
a
b

You will then see that the notes of your piano are continued up and down on the chart until they reach
one or other of the two clefs, as they are called, the treble or the bass. By looking at the notes printed on
these two clefs and following down to the keyboard with your eye, you will see the exact position of the
printed note and the piano key to which it refers.  This is extremely important, because we always want you,
when looking at printed music, to think of the notes as they appear on the piano itself, and when looking at
the keys of the piano, to visualise them in their position on the printed music.

You will now see that the higher the note, the brighter the colour yand the brighter the note, the higher
the colour. I want you also to get into your head that the lower the note is, the duller the colour ; and
the duller the note is, the lower is the colour. Study the whole thing carefully till you get this thoroughly
“ into your system.” When you have done this, I want you to make a * mental chain ” or a connection
in your mind ; and here are the links of the chain in the form of a fixed rule :— -

Link 1. Connect the notes with the colours.
Link 2. Connect the notes with the keys.
Link 3. Connect the keys with the colours.
Link 4. Connect the keys with the notes.

There is your complete chain ; work it out in your mind in this order, and you will never forget it. And
' not only will you never forget it, but you will read music twice as quickly as by any other method. Remember
high—bright ; low—dull.
If you will get into this habit of thinking backwards and forwards from keyboard to music, your printed
sheet will soon take on such a connection with the keyboard, that it will be as easy for you to realise what
a piece of music is as it is for you to read a book.

Here is your chain




THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
(PIANOFORTE)

Copyright for all countries. All rights reserved : :
Page Six - - mgh gh . LESSON 1

NAMES OF NOTES ON KEYBOARD

You will notice that we have given every note on this chart a letter from A to G, and all notes keep
repeating in sequences of these letters. These notes go on in the same sequence up or down the piano
on both sides of the chart ; in other words, there are only seven notes—A, B, C, D, E, F, G, and then
they repeat higher up sounding the same.  Any group of eight notes, from C to C, or from A to A, for
instance, is called an “ octave.” Now, between the treble and the bass clef comes that * no-man’s-land *
which we spoke of atove and you will see that it consists of a line and two spaces. occupied in the usual
way by three notes, one on the line and one each for the spaces. . This note on the line is known as “ middle
C” and is the centre from which everything works. If you like to strike it with your finger and goon up the
piano striking each successive white note till you come to the next “ C,” you will find that you have a

- complete musical passage which sounds right to your ear and which is known as a “scale.” The same
applies if you strike *“ middle C > and go downwards on the white notes until you come to the next “ C” :
you have another scale working backwards, as it were.

Before you go any further with this lesson we wish you to become fully acquamted with the positions
of the notes on the printed paper and their relation to the white keys of the piano. The best exercise for
you to do in this connection is to strike a note on the piano at random and to ask yourself what its name .
is: then write the note down on the blank staves below (it does not matter how you write this note; you can
make a little dot ora cross, or whatever you like). Then take the chart and cover up the keyboard part of it ;
look at any note on the musical part of it; ask yourself the name of it and touch that note on the piano.
You can then see if you are right by referring to the covered part of the chart. It is essential that you
do not proceed further until you are entirely familiar with all the above.

PLEASE DO THIS EXERCISE TWENTY TIMES EACH WAY—NOW, BEFORE PROCEEDING

FURTHER. Strike twenry notes, one after the other, at random. and write them down below. Then look
at twenty notes and play them on the keyboard

Do this exercise here.
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LEGER LINES

If vou will look once agam at chart A, you will notice that the five lines of the treble clef anda the
corresponding five of the bass, only account for certain white notes on the keytoard. Now, we told you
that the lines and spaces of music accounted for all the white notes on the keyboard ; where then are the
remainder >—the answer is very simple : they are merely added when they are wanted. If you were
writing a letter you would not put an entire calendar at the top of it and then put a cross against the day
you happened to be writing upon ; why then should we draw an entire picture of the whole keyboard when
we only want a part of it? .

The other notes follow exactly the same rules of ** line—space, line—space * as those in the clefs. When
we want to write these notes in, we add the necessary lines.  These lines are called “ leger * lines, from
the French word “ leger  meaning “ light * (tecause they are drawn in lightly, not being a part of the
printed “ plan ’).  Suppose, for instance, we wished to make use of the note A immediately atove the
top of the treble chef. The first note over the top of the treble clef is G, and naturally this would come on
aspace. The note following it, A, comes on the next line which would be there (if there were a line); so

. . . ) . . '——L"Z - . .
we make a note with a little line through it thus Zr——t——". The next note following is B, just above
o —_— » e .
—t—0).

this line, so we write it thus —F——  We write the note next above this in this manner E

N———

. e/ [ %
This is simple enough, isn’t it >—and it avoids making the music look terribly muddled. Now we will goa
little further down the piano. Between the treble clef and the bass clef there are three notes : the order
of these notes must be space—line—space; therefore there is one leger line between the treble and the bass
clef, and what do we find on that line >—middle C. This is how we write middle C.

21

o/ -
&=
The notes immediately above and below this “middle” C are, of course, D and B respectively.

Now let us have a look below the bass. The first note being F, comes on a space. The second note E,
.comes on your first leger line, and so on down the piano as follows :—
F E D C B A G

(©

o———— _'_
-&- H —_— :
vV & T I

It sometimes happens, when writing music, that in order to show which hand you want the notes played
by, it is better to keep them in the clef which corresponds to that hand. By this we simply mean that if
you wanted, let us say, the E and G immediately above the bass clef to be played by the left hand, it would
be better to write them as if they were on legey lines of the bass clef (pretending for this purpose that the
treble clef was entirely “ washed out”) than it weuld be to mark them up in the higher clef. The reason for
this is simply so that you may grasp quickly which hand is to play them, and so thiat the music itself may
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appear less muddled in print. After all, one of the objects of the printed music is to show as quickly
as possible which fingers of which hand the notes are to lie under, and the printers do their best to make
this as clear as they can ; therefore these notes, E and G, would be written as follows :—

b4

=

If you will think this out and glance at chart A once more, you will see that these léger lines correspond
to lines 6, 7 and 8 on this chart; 6 for middle C (which we do not happen to be using and which is
therefore left blank), 7 for E, and 8 for G.  The following figure will possibly make this clearer still to
you

pI=====c==
g%zgzzzz

The same applies to leger lines below the treble clef. - You may want to write some notes below middle C
in such a way that they are played by the right hand. Let us say that you wish to write the notes A and F
below the treble clef in this manner : you simply reverse the procedure explained above and write them thus—

o———

-

N 1]

You should have not the slightest difficulty in recognising these notes if you have followed our instructions
above, connecting the notes on the piano and the notes on the music in your mind, and never thinking of them
separately.

TIME

. You must often have whistled or hummed a tune to yourself and you certainly have heard many played.
It must have struck you that there are only two kinds of time : the kind of time you march to (or foxtrot
t0), and the kind of time you waltz to. In other words, you will find that you can “beat” ONE-two-three-
four, ONE-two-three-four, or else you can beat ONE-two-three, ONE-two-three. (There are certain other
times or sub-divisions of time which come ynder these headings, but they will be dealt with later). By
the way, we may as well start using musical terms at once, so we should mention that the correct word for
time in music is “ tempo.” If you are a Franch scholar you will naturally connect it with the word “ temps.”
The kind of time you march to is called “ common * time or 4/4 time, because you count in groups of 4
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beats. As the time of the tune is really the first essential, you will find that the musical sign for the kind
of time is one of the first things which appears on the music itself before the notes. The waltz time
“tempo ” is called 3/4 for the simple reason that you count in groups of three beats instead of four.
We give you below the signs which are used at the beginning of the music for these two tempi—

C or i for common time, 3 for waltz time. ' .

“NOTES”

There are two kinds of notes in music, those you play and those you do not play ; the kind you play are
simply called “ notes * ; those you do not play are known as “ rests.”

You must of course have realised that all notes are not of the same length ; if they were, tunes would
be monotonous and uninteresting things.  Take for example the familiar tune of * The Old Folks at Home *:
the words of the first line are— Way down upon the Swanee River, far, far away.” Hum the tune which
goes to these words over to yourself : you are quite familiar with it. There is a long note on the word
“ way,” four short notes on the words ““ down upon the,” several notes of quite different lengths again
on the words “ Swanee River, far, far a-”; and on the last piece of word, « way,” there is the longest note
of all. Now go back to the beginning of this tune and instead of singing the words to the melody
count 1-2-3-4-3 you will find you can count as follows :—

I —2

3—andl4andix 2 3 and
Way

down up-{ on the ;| Swan-ee Ri-ver,

I—2—3—4
way,

4 II—3| 3 I 4
(Pauce) , Far, far, -

You have been counting in the * common > time we spoke of above and you have counted up to four 4
times ; these divisions of four are called bars, because you put a bar right down the music to divide it up;
your music therefore, with its treble and bass clef, and with the time marked and divided into bars,
will now look as follows :—

TN

N

o

&=
O 3
4
! = 2

1t is now all ready for adding the right notes, and we have only got to decide how these notes shall be
printed so that you may see how long or Low short theyare. The longest note used in modern music is one
which holds down, or * uses up,” all the four beats in the bar ; this is known as a ‘ semi-breve.” (Itis
rather interesting, and it may help you to remember more about notation, if we tell you that in old music
the semi-breve was even shorter than the shortest note then used. The shortest note used held over for eight
beats and was called a “ breve” from the Latin word * brevis—short,” and our friend the present long note
was a “ semi-breve > or half its value.) The semi-breve is written thus =
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The next note with which we have to deal is one on which you can count two beats, and this is known
as a “minim.” (This was the very shortest “real” note known in old music and its name minim > is an
abbreviation of the Latin word  minima * which means * the shortest ). The minim is written either like
this A or like F ; it does not matter at all with this note, or with-any of the following, which way
the tails point. If you can count two beats to a minim and four beats to a semi-breve, it will be obvious to
you thattwo minims are equal to one semi-treve. The minim can be split up into half again and halfa minim
is called a “ crotchet ” and is written thus i or |‘ ; half a crotchet is called a “ quaver ” and this is
the sign for it 4" ; half a quaver is called a “semi-quaver ” and appears thus }; whilst half a semi-
quaver is called a “ demi-semi-quaver ” and you will find it written on your music in this way g% These
are really all the signs for actual note-lengths which you are likely to come across (for the present at any
rate, and we wishi to impress upon you that it is quite simple to remember them ; a very easy plan is this.
If you look at the note signs again, you will find that the longer the note, the less there is of it, and the
shorter the note the more fussy and black does it become, so remember ; “ more note, more speed.”

The following plan shows you a semi-breve split up into equal parts ; will you please study it carefully.
Q

—
P N - O W

SIS DIIDIDIIIIIII N

N I\ I\ I\ 7\ 7\ P N\ N\ I\ N\ Z\ N\ I\ N

SNEBSNERBISANNSISSSISIIDIIEN SASA
Now it is obvious to you that if a tune is so arranged that you can count * four in a bar” to it and keep
on counting four in a bar, there must be a sufficient number of * pieces of semi-breve * to add up to
four to make the bar complete ; this may sound rather complicated, but it is really very simple if you will

take it in comparison with something with which you are familiar, say a ruler. Will you examine, therefore,
the following figure :— You will see that this has been prepared like a five-inch ruler. The first inca

INCHES % % l l %' I T11 l I _;%l'llp l|lll|-
o J 4 | ddd|JITIITTImmmE

Record 1. First Side.

is simply one inch, the second is two halves, the third four quarters, the fourth is divided into eighths and the
fifth into sixteenths. Now, the inch which has eight eighths is still an inch and it would still be an inch
if it had four eighths, oné quarter and four sixteenths ; but it would certainly not be an inch if it had
three eighths, one quarter and two sixteenths ; there would not be enough of it. If you doubt this, add
up these figures and see what they come to. The whole point is, that as you must have enough pieces to make
a complete inch, so also in music you must have enough pieces to make a complete bar.
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We give below four examples of complete bars made, up of notes of various values, and we also give you
two examples of bars which are incomplete because they do not “add up ” right. Study these carefully and
compare them with your inch ruler.

Correct Bars, '

— . ] P — ) i— i PN NN T
32 l’:d:i_—!ﬁﬁzd-ti:i_ ;!:i:ttuﬂ
[y
2—3-8- 8NN NN NN NN + 1
&w%:ﬁii—tt_ o —r—
JJ

n Wrong (incomplete). Same bars corrected.

_—= ) . m— i 3 ) ] ) N I |
ﬁ ——o——a- %Ezﬁ ——— 2 —w—w—2-]
e/

Any notes which have a tail to them can be written in two ways : they can either be written separately
thus ,'- ,'- or & or they may be joined together thus.‘j. This is simply done for convenience, and
as a help to the eye, because a lot of separate little notes ‘“ messing about » the place are apt to look untidy
and are not easy to read. It does not matter, by the way, whether these notes have straight tails or curly
‘tails ; they are both the same note value and it is only an alternative way of writing them ; for instance :—

I I A
mhMANND D P

in spite of the fact that one has a curly tail and the other has not.. The stems and the tails of notes may also~
point up or down—it depends where they appear in the stave; this again, is purely a matter of convenience
and to make each musical sentence more easy for the eye and the mind to grasp quickly.

are just the same as '—

DOTTED NOTES

It is sometimes necessary to make a note hold on for half of its value more, or half as long again. Foi
instance, you might want a note that you could count three to.  This is done by adding a dot immediately
after the note ; any note therefore with a dot added is half as long again as it would be if there were no dot.
A minim counts as two beats ; but a minim and a dot counts as three ; a crotchet counts as one, but a
crotchet and a dot counts as ont and a half. This is merely done for the sake of simplicity and in order
to avoid inventing ever so many more * note-signs ”* which would only make the music look muddled. We
give below some examples of complete bars made up of notes and dotted notes and also an example of a
bar which is wrong until the dots have been added to bring it.up to its full four beats.

Right.
a— - —— | P P S e R e e s . s S S i
:d:_.i‘j—ﬁ—tzi—i:l:i—-_—érzzﬁ'- e ‘Ei
[ 4
Wrong (incomplete). same bar right (with dots added).

s E 1 P NS I ]



THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
(PTANOFORTE)

Copyright for all countries. All rights reserved
Page Twelve . LESSON 1

RESTS

You will remember we told you a little earlier that there was another kind of note, namely, one that you
did not play, and that this was called a * rest.” A rest is'merely a pause in the music and has exactly the
same time value as the note with which it corresponds. In other words, you can have a pause lasting
for two beats and this would be a minim pause; a crotchet rest would only last one beat. The same
rule applies to rests as does to notes : you must still be able to count four in your bar for common time,
and three in a bar for 3/4 time. You may either count your four by notes, by dotted notes, by rests, dotted
rests (of course), or by a mixture of all. these; but they must still add up to four. We give you a table
below of all the rests, together with the notes with which they correspond ; study these carefully and you will
notice that the same thing applies as applied to the notes themselves, namely, that the shorter the rest the
more there is of it.

Note. Note. Rest,

@I:]:___ 2 Bars. é—é—-———— 3 Bar,

%&:Z_j 1 Bar. @ $ Bar.
@:_—_‘;:4 Bar. @- =23

oJ

The same rule about dots applies to rests as it does to notes: a dot after a rest increases its length by one
half ; thus a dotted crotchet rest is a pause for a beat and a half. We give you below some examples of
bars of common-time music made up of a mixture of notes and rests; If you will add up all the “ bits and
pieces  you will see that they all add up to four.

You now know the position of the notes on the piano and also the time value of the signs used, so we car
write our four bars of * The Old Folks at Home * in proper musical language for you ; here they are :—

1 2 3 and 4 and I 2 3 and 4 I 2 3 4 1 2 3 4

3 = — ——a——— — : ! ]

—+— -1 S AR W | ) p— & 1} H — |

T =
Way down up-on the Swan-ee ri- ver, l_x b::trg::ue_ far, far a - way.

Record I. First Side.
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You will see what we have done if you will study the music.  First of all, we have our five lines showing
the notes on the piano ; then we have our proper mark to show you which notes (i.e., the treble clef sign); we
then have our  tempo » mark to show you what the time is (or how many beats there are to the bar); and
last of all, on their proper lines or spaces, we have the notes of the tune itself, so written as to show you
whereabouts they come and for how long each one holdson. Take this tune and put it on your music-stand
and try and play it with one finger; you will find it much easier than you would have thought an hour ago.
Chart A should be on your piano and if you have any dnﬁwlty at all in finding th: notes on the keyboard
you must immediately refer to this chart.

As soon as you feel you have really mastered the above, please turn to Lesson II; but not before.
Do not fail to go over the ground of Lesson I again whilst you are studying your second lesson.

It is useless for you to think of proceeding to ordinary practice or playmg until you know all my
instructions in the reading of music.

When you have thoroughly grasped the contents of this lesson, but not before, go on to Lesson I1.

(3 Ch oo o

HOW TO USE THE GRAMOPHONE RECORDS ISSUED WITH THIS
COURSE

First of all, read these instructions through carefully, AND FOLLOW THEM TO THE LETTER.
THE SPEED OF THESE RECORDS IS 78

This means that the records must be played at 78 revolutions to the minute. If you doubt the accuracy
of the speed indicator on your gramophone, you may test it in the following way :—

Fix a piece of white sticking plaster at a point on the edge of the turntable, Bring this round to a point
where it is easy to watch as it passes. Start the motor and count the revolutions by watching the plaster
pass its given point. Employ a watch with a second hand for timing purposes.

Use good quality, loud- toned needles for this course. It is advisable to change the needle for each side
of each record.

You will notice that there are divisions in the playing track of the records at various points. These denote
the different sections in Mr. Mayerl’s instruction and have been made so that you may go back over any
part of the record without damaging it.

You will see that each part ofedch record deals with a given subject.

First of all, read this lesson through, and understand its contents, even though you may not be able to
put them into pracuoe on the keyboard.
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ACCENTS

Certain notes in each bar have to be accented in music just the same as certain words have to be accented
inspeech. A difference of accent makes a difference in sense; and just as it is impossible to say a complete
sentence in which no word is accented, so it would make the sense of the music entirely lacking if no notes
were accented. Moreover, different accents, or the accenting of different words, can cause a sentence to have
an entirely different meaning. Take, for instance, the slang expression which was in vogue a few years ago—
I don’t think *.—If you remove the emphasis from the word “ don’t,” the whole point of the sentence is
lost. Take also the sentence— Jack says Bill is a fool”. Now, the same words can be written—" ¢ Fack,
says Bill, “is a fool’”. The whole sense of the sentence has been altered by the change of accent although
the words remain the same. Very well : in common time there are two accents to every bar : one on the
first beat and a slightly lighter one on the third beat. The emphasis laid on beats two and four is exactly even.
Where a rest comes on beat one or three, or where a note is held over on one of these beats, there can, of course,
be no accent in your playing, but the accent must be in your mind just the same. In other words, you
must “ feel * this regularly recurring rhythm in the music. Play the examples given below, accenting the
beats as we have marked them.

1 2 3 4 1 2 and 3 4 and I 2 3 and 4 and "1 2 3 g4

A
n A v & v A v A v VA v - A v Ao v
—a—d—a—p P25 f—a—Pr—> = =
S@E—f——?—f—— === ] ——1

In 3/4 time there is only one accent to each bar, and that occurs on the first note of the bar; the
remaining two notes have equal stress laid upon them (in other words, neither is acoentgd more than the other
and both less than the first). Will you now please play the examples given below in 3/4 time, giving the notes

" their proper accent.

1 23 123 l23i23123

1 2 3 1 2 3 I 2 3
) A v. v- A v v é v v A vv Avv A A, v A v v
EEE R e e e S e

T 2and3 and 1 2 3 1 2 3 ’1 2 3

A v v A v v A v v A v v
[») ) ) )| I 5 Y b
[3) 1 H 11 1 i1 ;|
. ) 2. | H J 11 1 P | H 1 L] ) )
J R S S S

Record I. First Side.
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‘SHARPS, FLATS AND NATURALS

The distance between any two notes on a piano is called an interval, and the shortest interval is obviously
that between one note and the note immediately next to it. This interval represents half a tone, or, as we
call it in music, a “ semi-tone . For instance, the interval between E and F is a semi-tone ; the interval
between F and the black note immediately above it (before you get to G) is also a semi-tone. The interval
between F and G is two semi-tones, or a tone. There is a sign used in music which is written thus %;
this sign is called a  sharp,” and wherever you see it in front of a note, that note is raised a semi-tone. For

% — you do not play the white key F, but the
black note immediately above it, which is F sharp.  There is another sign in music which looks like this D ;

that is called a “ flat  and wherever you see this sign in front of a note it means that you drop the note
a semi-tone and play the note immediately below it. For example, if you see the following written in music

instance, if it appears in front of the note F, thus %

EQ_" §, you must not play the white note B, but the black note immediately below it between B and

</

A (at this stage of your tuition it will probably occur to you that B flat is the same as A sharp,and it may also
strike you that B sharp is likewise C, and F flat is E. Well, as a matter of fact, that #s so but you
need not bother your head unduly about this at the moment ; it will all * come out right ” later on. All
we want you to remember for the minute is that when you see the sharp sign,up goes the note a semi-tone,
and when you see the flat sign, down it goes a semi-tone. It is quite easy to remember which sign is which,
if you imagine the flat, or “ downwards * sign, as a little wedge pointing downwards b = <, which, as a matter
of fact, it does). )

In order to help you to remember this better, and to fix it on your mind for ever, we will bring our colour
comparison into play once more. Because sharps go up, they must make the note brighter, because they go
up the colour scale ; and tecause flats take a note down, they make it dullcr, because they go down the colour
scale. I will therefore give you two sentences to remember, to fix this on your mind. The first one is
your “ memory key * for sharps, and is as follows :—

“Be SHARP! Hurry UP!! Look BRIGHT!!!”

Now for your flat “ memory sentence.”

«The play fell FLAT; we were let DOWN, because the plot was DULL.”

Learn these two sentences off by heart.

One final aid to memory :

Bright colour : UP-lift.
Dull colour : DOWN-cast.
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The following sketches will also help you to remember your sharps and flats signs :—

THEY ARE NOT DIFFICULT

Sharps and flats have always appeared to be the most frightening things to the potential pianist. ~They are
not reallyfrightening at all. As a matter of fact, they are most “useful little chaps *,and do so much to make
it possible for all of us to enjoy both old and new music as we hear it. If there were no sharps or flats,
music would have to be played all in one key, and the number of pieces that could have been composed
in this key, namely C, would be very few. Music would have no outlet: it would get into a sort of rut,
and when every attempt had been made to move out of this rut, without success, it would just die a natural
death through lack of interest. Imagine the effect in painting if every artist could only paint pictures in
one colour, say, green. Artists would soon starve : first because of a dearth of subject which green would suit
and finally through sheer boredom on their part and lack of public interest in their work.

You will notice on certam pieces of music between the treble mark and the tempo sign, that there may

appear one Or more sharps or flats signs; thus for instance 2% . This means that whenever you

come to the note upon whose line or space the sign has been placed at the beginning, you are always to play
that note sharp or flat according to the sign. In the example given above, it means that you are always to
play all F’s as F sharp whenever they occur in the music and whichever F’s they are on the keyboard. If
the composer wishes you to play the ordinary F at any time, he will put the following sign in front of it ‘q
This sign is called a * natural ” and simply means that you play F in its  natural * position. You can easily
remember this sign because it is something like the old-fashioned way of forming the letter *“ N *, the first
letter of the word * natural ». If the composer wishes you to go back again to F sharp, he will put a sharp in
front of the next F which occurs in the tune, and you will continue to play all F’s as sharp until you are told
not to do so by the next natural sign. Remember, this refers to all the F’s on the keyboard, from the top
to the bottom.
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If the composer wishes any other note in the same tune to be sharpened from time to time, he will
adopt the reverse process : he will put a sharp in front of the note and you will go on playing it as sharp for
one bar only unless he brings it “back to normal * by putting a natural sign in front of it; it will then stay in
its natural position until it is to be sharpened again. (All the above applies in just the same way to flats as
it does to sharps ; they are inserted where they are wanted and corrected again by the natural sign.) We

" now give you some rules concerning sharps, flats and naturals which you must learn ; they are quite simple,
and are made for the sole purpose of causing the music to be read more easily and not muddling you by covering
it all over with unnecessary signs.

RULES

RULE 1.—Sharps or flats placed at the beginning of the music, immediately following the
treble or bass sign, indicate that the notes to which they refer must be played throughout
sharpened or flattened wherever they occur.

RuLE 2.—If any alteration to the above is intended, it will be indicated by a natural sign
immediately preceding the note to be altered, and you will go on playing this note as a natural,
AS OFTEN AS ‘IT OCCURS IN THE SAME BAR, until a sharp or flat sign corrects it again.

RULE 3.—Any other notes 1o be sharpened or flattened, in addition to the ones mentioned in
Rule 1, will have a sharp or flat sign placed in front of them ; you then continue to play them as
sharps or flats until they are corrected by the natural sign—S0 LONG AS THEY OCCUR IN THE SAME
BAR. In other words, a bar line cancels out everything that has gone before with regard to
these extra sharps and flats. All these extra sharps and flats are only concerned with the
particular bar in which they occur.

ACCIDENTALS

If the composer wishes to keep on sharpening or flattening these extra notes in the mext bar, he will put
the necessary signs in all over again. This splitting up into bars is simply done for the sake of convenience
and to avoid muddle. These extra sharps and flats (other than the ones you are warned at first always to play
sharp or flat) are called “ accidentals ” ; they are, in fact, not the regular rule of the piece : they are more or
less of an * accident ** from time to time. The sharps or flats which occur at the beginning of the music to
mark the change throughout are called the * key-signature,” which simply means the “ sign > of the key in
which the tune is written. We shall explain about the keys later on. They have just the same effect as the
date at the beginning of a letter. You presume that all the letter is written on the same date until the
writer corrects this with a further date ; but he does not keep repeating the date at every line or sentence ;
he takes it for granted that you presume this. Hence the reason for putting the key sign at the beginning ;
it refers to everything which is to follow until you are told of an alteration, and when such an alteration occurs,
you will be warned quite clearly about it.
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THE TIE

It occasionally happens in music that one wants to make a note last longer than one complete bar, or it may
be necessary to hold the last note in a bar over on to the next bar ; but as each bar is complete in itself, we cannot
take a note, like a minim for instance, and split it between two bars. For one thing, there would be no way
of writing such a note because it would get mixed up with the bar line; so all we do is to decide how much
longer we want the note to last and write it again in the next bar and then proceed to draw a link between this
note and the preceding one ; this link looks like this —~ and is called a “ tie *, Wherever you see this
sign in music, fastening two notes together, it means that you do not play the note the second time, but hold
it down or make it last until the number of beats represented by all the notes (fastened together with a tie).
have been allowed for. A tie only links two or more of the same notes together ; by that we mean, for instance,
a couple of G’s following each other or three D’s in succession. (If you find a phrase of, say, G, followed by
A, followed by C, with a thing that looks like a tie over it, this is not a tie at all, but is something quite different
with which we shall deal later on.) Remember then, only notes on the same key of the piano following each
other can be joined by a tie ; only the first of these notes is played and the rest are counted. B:low we
give you three examples of the correct use of this tie in music ; play these over.

2 -] =
EEE = SE= e e

e/

5] e |
! —— - — A ———
UDJ&:.—'_L’ —e——o—1- 3 i —
e ] 1
e i
%—g e s — e

Record I. Second Side.

A tie can be used to join two notes together which occur in the same bar ; for instance, two crotchets
joined with a tie could be written instead of a minim, or a crotchet and a quaver could be joined with a tie
instead of putting a dotted crotchet. This is sometimes done simply to make the phrase of the wwusic clearer
and to help you to recognise where the accents come. We give you an example below of this alternative way
of writing the notes in a bar.

T [ ——— Ye— e ————n
SEESSSe——este_cr =

Record I. Second Side.

During the first few weeks of your studies you maust count aloud “ ONE, two, three” or “ONE, two, three,
four,” as the case may be, and also “ONE and two and three,” etc., when necessary while practmng all
exercises.



THE BILLY MAYERL INTERNATIONAL SCHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE
(PIANOFORTE)

Copyright for all countries. All rights reserved
LESSON 11 Page Seven

TRIPLETS

Now we have told you that half a crotchet is a quaver, and that therefore two quavers are a whole crotchet.
But composers would be extremely limited if they were only allowed to divide notes into halves, quarters,
eighths, etc. : what about the man who wants to divide a crotchet into three 7—Luckily he is provided for
in printed music in quite a simple and satisfactory manner. A crotchet divided.into three is written thus

—_
J-—al—, and this collection of three notes is called a  triplet.” The whole three together are equal to one
[ N 4

crotchet ; in other words, they occupy one beat. The rules concerning dots, rests, tied notes, etc., apply to

triplets or parts of triplets in the same way as they do to any other notes that we have mentioned above.
N

There are other kinds of triplets besides crotchets, as for instance, the following quaver-triplet, %
o o

(which occupies the same amount of time as one quaver or two semi-quavers) ; but you will not often come
across these. Whenever you see a set of three notes with "~ on the top of it, you kaown you are up
against a triplet and all you have to do is to find the value of the note thus divided into three. You can do
this by reference to the tails, or number of tails which the notes possess. Below, we give you a table of the

way various notes may be divided into triplets.

TRIPLETS AND THEIR VALUES

Semibreve - Minim Crotchet Quaver

i~ — PanraS TaS
: F

Fee ritr ke gir

Record I.
Second Side.

You should now be ready to begin the practical side of your studies: that which deals with actual playing.

If therefore you feel you are ready to begin work at the keyboard, turn now to Lesson III. If, however,
you are in any difficulty, then make use of one of your report sheets.

Sl Gray oo,
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FINGER DEVELOPMENT

Nowadays technique is a gift possessed by so very few and envied by thousands in others. Practising
eight hours a day will not necessarily make one an expert technician.  The only way is to practise the right
kind of exercises and to practise these in their proper order ; and to understand what you are doing—ané
why. Attempting to play difficult exercises before having mastered the more easy type is bound to end
in failure.  Just as you must learn to walk before you can run, so you must master each exercise to prepare
you for the one to follow, which is going to be a little more difficult. " But so gradually must these exercises
advance, that the pupil should really be unconscious of the fact that he is manipulating more difficult
embellishments and figurations. All exercises throughout this Course are prepared in this manner.
Do not forget, the most simple is just as important as the most difficult ; each one is a step nearer to
perfection, and if carried out ambitiously, it will not fail to produce results that were hitherto considered
impossible except in the case of the great pianists of to-day. But each one must be mastered : the strength
of a chain is its weakest link. I want no weak links, please !

In my early college days, I was given exercises to practise that were far too advanced ; consequently
after months of hard study, I was compelled to start again at the very beginning. Of course, in those days
musical education wa not like it is to-day. Nobody troubled to consider what practice was useless and
what practice was essential (because they did not look for the reason underlying the work), and the result
was months, perhaps years, of wasted study. Then again, exercises in those days were composed or con-
structed as if the main ambition of the originator was to make them as uninteresting as possible. The
result was, it became a tedious task to continue practising, and a boring thought to contemplate taking up
the piano. Music generally was looked upon as a most serious subject, when in reality it is the most pleasing
form of expression possible. Everything can be expressed in music; that is why music has titles; and it
is every composer’s ambition to depict his title in terms of music. = Why, therefore, should music become
a bore instead of a pleasure, just because in the studying stages it was taken far too seriously, and everything
was done to make the student’s life thoroughly miserable? The only consolation was, * Perhaps you will
be able to play after several years’ practice > !! What a way to start anyone on a career! But, like every
other sphere, the musical world has not stood still. ~Everything has progressed with the ultimate view of
reducing any useless work in connection with it; and this is particularly the case with music. Why should
you not derive pleasure from learning to do something, just in the same way as you will receive pleasure
when you have achieved your object ?  One does not take tennis lessons and say, ““ This is going to be terrible
until I can play the game properly.” It becomes a pleasing recreation from the very moment you start.
When, therefore, during your studies things are referred to as exercises, always have this at the back of your
mind : take an interest and pleasure in your work—it should not be difficult to do so if you are keen.
But we must now get back to work again!

SCALES. THE MAJOR SCALES

A Scale is a collection of eight notes in a definite sequence or order. There are four kinds of scalc:
the major, the minor, the chromatic and the tonal, and upon the arrangement of the intervals between each
note depends under which heading (of the above four) the scale falls. We are only dealing for the moment
with the major scale. The order, or sequence, of the notes in a major scale never varies, no matter on what
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part of the piano you play, or upon what note you start. The same kind of interval (tones and semi-tones)
occurs in the same place in every major scale. Let us take the scale of C major, and see where the whole
tones and semi-tones come. Here is the scale in question.

Notes X 2 3 4 5

g_:.—'_—_dy ==
I

‘/x ) 1 ¢ 1 1

You will see that between the 3rd and 4th note and between the 7th and 8th note is a half-tone or semi-
tone, whilst the intervals between all the other notes are whole tones. This is a major scale, and these intervals
never vary. The only difference between one major scale.and another is the note on which you start. This
note is called the “key-note.” Now, in order to preserve the same orJer of intervals, you will find that you
have to bring into play the black notes on the piano ; and upon which note you start depends how many or
how few of these black notes you include in your scale. When you start on a certain note of the piano, or a
certain key-note, say G, the number of black notes used in this scale will always remain the same, no matter
which G you start on; so we write the Sharp or Sharps for these black notes once and for all at the beginning
of each line of the music in order that you may see in what key you are playing, and so as to remind you of
it each time you come across a fresh line. These sharps and flats (indicating which black notes are to be
played) are, we repeat, written immediately after the treble or base clef sign, and are called the key signature.
It is after looking at this that you decide in which key you are playing ; just in the same way that by looking
at the signature of a letter, you may find where it comes from. There are no black notes used in the key
of C, so therefore it is not nec&sary to put any flats or sharps in the “key-signature-place” at the begin-

_ning of the line.
Now, let us take the key of G major.

Rl <

Tones

n%ne
Notes/x 2 3 4 5 6 \7 8
-0 N | P C,C e
3J | B _0__._..__. —

© Tones ¢ ¢ 3 b ¢ I b ¢ $

You will notice that the semi-tones again come between notes 3 and 4, and notes 7 and 83 but in order
to- keep this correct sejuence, we have to use the black note immediately above F, which is F sharp.
Therefore, the signature for this key (G) is one sharp—F sharp, just as I have written it at the beginning
of the above example. A piece with this single sharp signature is said to be in the key of G major.

Now, do not forget: the same order of tones and semi-tones applies to every major scale. We give you
later a list of all major scales, together with their key signatures. Look at these carefully and you will
see that it would not be possible to keep the right order of intervals using any other notes than tho:e which
are indicated by the key-signature. You can easily test this by your eye alone; but you will learn much more
*if you will sit down and play this list through, because you can then test by your ear as well. If you
play any of the intervals wrongly, they will not sound right to you. They must all sound exactly the same
as do those in the scale of C major when you play them, except, of course, that they will naturally sound a
litde higher or lower in tone pitch, according to what part of the piano you are playing upon,
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CORRECT FINGERING

In all my courses of instruction what is known as Continental fingering is used throughout. The thumb
is “finger 1, and the little finger “finger 5”. Fingers are therefore marked from 1 to 5. '

The examples which follow are in the key of C, which you know all about by now. So place finger I on
the middle C of the piano and strike the note once.  Then, with your second finger, strike the D immediately
following it ; and with your third, fourth and fifth fingers strike the next notes—E, F, and G. What you
have just played will, of course, appear thus in print: ‘

1 2 3 4 S

s ——'_,_,_i__iz

Now, let us go back from G to C. Strike your G with your fifth finger and proceed the reverse way .
until you arrive at C on the first finger. This is what you will have played. -

Now, suppose you want to play something which is still in the key of C, but which does not start ‘on the
key-note (or on Citself). Let us say that it starts on E or D ; but you still want to make use of all the
five notes just played. You would, of course, use the finger under which the starting note finds itself. (This,
by the way, applies only to the key of C for the moment ; any alterations in other keys will be dealt with
as they occur later : remember, we are only dealing with the key of C).

We might very well want to use the rest of the scale of C; that is to say, we might wish to take in the
whole of the eight notes instead of only those five which lie under our hand in its present position. Itis,
of course, impossible to do this without moving the hand in some way : try it and see. A change in the
position of the hand, therefore, is needed, but this change must so take place that it is smooth : it will be
a kind of jump, but it must still be smooth. It would be impossible for it to be smooth if, when running
up the scale, we changed from the fifth finger on G to the first (thumb, of course) on A. -We must therefore
look a little earlier for the best place for changing smoothly. Even if we did make a change from the fifth
finger to the first (that is from G to A), and even suppose this were smooth, the catch would be that
there would be too many fingers left over by the time you reached the next C!  Try it for yourself on thesc
lines and you will find that there are two fingers over—getting in the way : inefficiency !  There is only one
way, and only one place at which to change and this applies to most scales which start on a WHITE NOTE. You
must, in the scale of C, change immediately after the third finger has played E, and this is how you do it.
Whilst your third finger isstriking E, you bring the first finger under the hand and place it immediately upon
the note F. (See Photo.2) As soon as you raise the E finger, down goes the first finger on the note F,
striking it. At the same time, the hand is carried over, using the first finger as a kind of  prop ” or
lever (whilst it is still striking F) (sez Photo. 3), and you will find that the hand now lies in the correct
position to continue the scale smoothly up to the next C. (See Photo.4.) Study carefully the photographlc
diagrams which follow and you will be able to copy the exact movements shewn-thereih;
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Photo. 1. ““Ready to begin.” Photo, 2. * Striking E.”
(Thumb in C.) (Thumb going under.)

Photo. 3. *“Striking F, with thumb acting as Photo. 4. “Ready to continue.”
‘prop.’” (Hand going over.) (Last position.)

Now let us reverse the process. We start with our fifth finger on C and we run smoothly down the
scale until our first finger plays F.  Just as it strikes F, we again bring our hand over, using the first finger
as a prop once more, and drop our tkird finger on to E, striking this note as F comes up. D and C follow
naturally on fingers 2 and 1. Work this out for yourself and you will see that it is the only logical way
to doit. If your first finger does not fall on F and act as a prop for the hand, you can neither get up the
scale nor down it. We want you always to regard this first finger on F as a prop or lever for raising and
moving the entire hand ; we will therefore call this note in future our prop note, and, for the purposes of
these lessons, we will regard that word as a standard definition : * the prop note ”—the note on which
you change over on the first finger.
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We now give you a definite rule with regard to the above :—

 UP— “Never take your third finger off E until your first finger is ready to stnke F,
otherwise there will be no smooth change. We do not want any jerks, please.

DOWN.—Neyer take your first finger off F until your third finger is ready to stnke E: We
still do not want any jerks.

We will now give you examples of what you have played.

Ascending. Descending.
" I 1 - . 4 " ‘n
|| G =
— - . v Py, N
Y T 2 .3 1 2 3 4 s s 4 3 2 1

Practise these exercises well and pay special attention to ﬁngering

You have now played a complete one-octave C major scale, and incidentally- this is the most difficult of all ‘
the scales to manipulate ata fast speed. Do not attempt to play it quickly; practise it very slowly and
deliberately and above all, give each note an equal length of time, It will help your technique considerably
if you lift the fingers well away from the keyboard while playing this scale; but on no account must the

wrist be heightened or lowered during this operation. Keep the wrist perfectly still and only work from
the ﬁngers

THE REASON FOR SCALES

Scales in themselves are, I am afraid, rather uninteresting, but they are unfortunately a necessity in your
musical education. The reason they are uninteresting is because a scale is not in itself 2 musical com-
position. It is however, a very essential part of a musical composition, because it is actually the arrangement
of notes upon which the composer constructs his tune. You cannot write ‘dowh a scalz on a sheet of
manuscript paper and take it to a publisher and ask him to publish it as the latest fox-trot! But you can
rearrange the notes that fall in this scale (provided you observe the rules regarding the intei-vals) and you
can then take the result to a publisher as a new tune. A scale is like theplot of a story. It more or lm
- gives ‘the atmosphere and the rules for telling that story. If your plot is a love theme, people will not expect
a Sherlock Holmes story. In the same way you do not ezpect a detective story of London’s underworld to
take place in the middle of the Sahara. In fact, your scale Zmits the possibilities of your composition
to within certain rules upon which that scale is based,and these rules have, at the root of themselves, the
observance of the correct intervals which belong to the sequence of notes you are employing. In other
words, you cannot write a tune in the key of D on the scale of C. It would not sound right and therefore

it would not make sense; and music has just as much definite sense and plot as literature has.

All the above applies both to the major and to the minor scales (and also to the'tonal scale). The
ch omatic scale does not enter into this at all, because as we shall teach you later, it is merely the sequence
of semi-tones covering any octave on the piano. The scale, therefore, is to music what grammar is to the
language : a sort of bound:ry mark to cause you to write sense. The above remarks apply to tunes of the
very simplest description. Actually, a melody may wande_r out of its scale, as it were, so long as it returns
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to the original scale by the end of the piece. This may again be compared to literature: it is just as

though .an author wrote a detective story with a love interest running through it.

This side plot is quite

all right, so long as the story starts and ﬁnishes upon its main object, the history of a crime and its eventual

discovery.

Ifyou find the above remarks are difficult to grasp at the present stage, simply content yourself by trying
to remember what we have told you; it will gradually be more clear to you in your later studies and you

will see the reason for it; and you must then read this paragraph over again, if necessary.

MAJOR: SCALES.

] H
C major T ——— .——"_!.
o - "
1 2 3 1 2 3 4 5
0 #—— J_,__a__ —‘—H__ —
G major a —— :i—' —e— —
¢ 1 2 3 1 2 3 4 5
Record 1 —4 T
ecord I. : 1 ] : e — s, A,
Second Side. D maior ——C—f—9—= =
—
4 2 3 3 2 3 4 5
44 e ,__,__._g_-'-___ﬂ'
A major -3:;‘:j: l‘—l’ 1 t ! i
’ i
¢ I 2 3 I 2 3 4 5
E maior 9_533_; i !:__,_a:g__l_'__: :
j —e—r—r— .
1
. 2 3 I 2 3 4 5
# —— -»- .
~ s ——o—f "
Bma)'or '\%z—gﬁjﬁ_—;_—:?_x' I + (1|
Vi - hid : ! 1 11}
e/
g Lo P45 2 3 A3
w1t f 1 = — a——p
F sharp major a - 'J——“——f i‘ i
Rarely v 2 ¢ 2
arel . 3 4 3 4__s
o R
sharp major A —— =g ——
e -F- [ 4 [ N——
2 3 I 2 3 4 1 2
1
- 3 ] H [V S —
F major éi_f_—i',:':—i—"_—f 2——F—4Y
1. 2 3 4 1 -2 3 4
-
. Db e 2T
B flat major ‘:5'_"_—.,—_—?-_—5—‘—13 r—c

ek
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MAJOR SCALES—continued.

r‘L i | )| : ‘ ]
E flat major @ES ——=S—w—p—r—f—r—Jf
— —
’ v 2 I 2 3 4 I 2 3
ibsg—A——l g — o — g____;',!_n'_
A flat major D—c—‘—r : — - £ |
' 2 3 1 2 3 1 2 3
Fzbs — o i~ —
D flat major 5b 5:_‘;__4_'5_4_ » —P—:—LL:!
___i_’— i— +
2 3 T 2 3 4 1 2
—
] 1_‘551“3 e —
G flat major _%L_‘H:—L —f—r—E—l '
J ! o
Rarely 2 3 4 ¥ 2 3 4 S
used . -0 . —_ l
C flat major @LSE_'E%IZE::'_—;E‘:;__'__#——__i—’:i_—H
e -®-

1 2 3 1 2 3 4 5

N.B.—The sign [~ 1 denotes the semi-tone intervals in the scale; notice that these always fall at the
same places, i.e., between notes 3 and 4 and notes 7 and 8.

ARPEGGIOS

The next milestone in piano playing is the arpeggio. It is much more simple than its name, being merely
an incomplete scale, or a scale with gaps or spaces. After all, a melody or tune is composed of one or more of
the following things :— '

A consecutive scale (i.e., notes following one after the other).
A chromatic scale (which we shall describe later).

An arpeggio. : :
A tonal scale (which we do not deal with in this course of instruction).

Now, every key has its own arpeggios by the simple addition of the sharps or flats which belong to that
key. The arpeggio, like the scale, may be made brighter or sadder. Each key has arpeggios which start
on various notes which appear in the scale of the key to which they belong. We are not going to worry
about these for the moment, but shall deal with what we call “No. 1 Arpeggio ” (still key of C), which
is as follows :— '

S | 41 -
Y
Fingers 1 2 3 [ 1

On our first gap the note D is missing ; on our second we leave out F, and on our third we ignore
A and B. Please rememte: that arpegzios must te maste:ed more from a physical than from a mental
point of view. Although you will use them quite a lot in pieces later on, we are studying them now as
exercises to develop your fingers and to teach you how a melody is really made up.
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ARPEGGIO FINGERING

Now, fingering for an arpeggio is entirely diffcrent from a scale. The very fact that we are not making
use of so many notes as we are in a scale allows us to stretch our hands over a larger space or area than
if we were playing the whole lot. What is the best fingering? On everybody’s hand there is a wide
gap between the first finger (thumb) and the second (pointing ) finger.  This is nature’s way of providing
a big space, and we will make use of it. We therefore place. our first finger on C, and we play the next
note in the arpeggio (on E) with the second finger ; use your third finger for G which is the note following,
and see how much space you have covered with only three fingers. It is equal to the same amount of space
which you traversed with five fingers when playing the whole scale.  Very useful are these large jumps in
arpeggios!| 'We have only one more note to strike before we complete the arpeggio, and when it is com-
pleted we do not want any fingers over ; so we strike the last note (C) with the fifth finger.  You will note
from the above that the fourth finger does no work in this arpeggio. Do not imagine from this that the
fourth finger never does any work. That would be entirely wrong ; it only stays out of the way in this No. 1
arpeggio. In the more complicated types, which we shall give you later, you will find that the fourth
finger does most of the work. You might please play this arpeggio over a few.times until it runs nicely
under your fingers. You descend, by the way, with exactly the same fingering as that with which you
ascended, 5—3—2—TI. :

- There are seven octaves on the piano, and later on we want to cover more of these at once. This fingering
will certainly not do then ! Suppose you finish your scale or arpeggio with your fifth finger (as you do), it
would be a very nasty jump if you had to go straight on to the scale or arpeggio an octave higher. Just as
you start your scale or arpeggio on middle C with your first finger, so you must continue it in the next octave
with the same fingering. This simply means that we want to arrive an octave higher than middle C with
our hand in the same position in this octave as it was when we started eight notes earlier. This is not
as difficult as it sounds for the moment. Just remember where you started and -assume that your next
octave higher (scale or arpeggio) is an entirely new beginning. There is only one finger necessary to
change to bring about the correct position and this falls on C when playing in the scale or arpeggio of C;
so instead of using your fifth finger, ““switch over™ to your first. Remember the “prop rule” for scales,
and apply it. When your fourth finger leaves the note B in the scale, you must have your first ready on
G, just in the same way that it was ready on F before. When your third finger leaves the note G in the
arpeggio, you must have your first ready on the C which follows it.

We give you below examples of a two octave scale and a two octave arpeggio.

x2345
e £ F

0 4 1 2
?%_:3:;‘:&‘—i_r—§'-i' —
t 2 3 ' 2 3
C Major Scale. Two Octaves. .

L. 3 &
a—pF

=) ; ! s ﬁ
3

C Major Arpeggio. Two Octaves.
Pay particular attention to the fingering.

L] 188

—
e -o-
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As before, you descend with the same fingering as you ascend. Notice the examples below—

1.2 3 1

4
? A e
§ l , ; !, - H“F_' A — — — B S — T

HR o

T T 1 ! :

i
321357
The C may or may not be repeated.

5 5
3 3
==

1

2
-

TIN®

1
ud
+

L

w el
(X1 18
1

il

.;T
N!L,.L
w Q)]

The C may or may not be repeated.
Record I. Second Side.

HOW « TUNES” ARE MADE UP (RECORD I. SECOND SIDE)

Below we give an example of C major scale and octave once more.

a1 ; J'

Thousands of tunes and melodies are contained within these eight notes. If you play this scale in the
above form and keep on repeating it, what is the result? Itis most uninteresting. Ifyou repeat it long enough
by way of practice, instead of being a pleasure it would be torture. The same object (practice) can be better
achieved by practising some of those thousands of tunes and melodies that are contained in this scale. Below
you will find an example of what I mean by this. :

You will note that it has been necessary to change the fingers on the first and second beat of bar three.
The reason is obvious, the melody moves down and we must leave enough fingers over to allow for this.
The same notes just differently arranged, but how much more interesting! Below I am giving you
again examples and exercises which will be a pleasure for you to practise.
Record II. First Side.
?E!Ej_ﬂ_ = f —

— H i -
4

]

3 1 34 2 4 3 1
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No. 4.

Péy particular attention to the movements of the thumb where it goes underneath the hand.

TRAIN YOUR MIND :

Although everybody has eight fingers and two thumbs, some have large hands and some have small ; some
have long fingers whilst others possess short ones. Actually, in piano playing, this does not -make very
much difference, as the difficulty in “ finger manipulation * is not confined to the fingers only. For instance,
if you have a small hand but have wide  webs > between your fingers and thumb, you are in a more happy
position than a person who has a large hand but small “ webs ». Always remémber, that speed in execution
on the piano merely depends on how quickly you can leave one note and arrive at the -next. THE
PROCESS IS MORE MENTAL THAN PHYSICAL, BECAUSE THE BRAIN MUST ACT FIRST.
You must first know what is the next note you are going to play before you can actually play it ; therefore,
the brain must work faster than the fingers. 'Every time you go from one note to the other, three operations are
necessary. First, your brain must decide or grasp from the printed music what note is going to be played
next ; second, that note must be transformed from a mental point of view to a physical point of view. That
is to say, for instance, if the next note you are going to play is F (this your brain has decided for you), you must
physically strike this F on the pianoforte. Third,in orderto play the note following F thatyour brainis waiting
to suggest, you must-leave this F and have your finger ready to connect up with your brain, in order to
obtain contimuity. At first this probably all sounds terribly complicated, because it is dissected in such a
detailed way, and because you have never been told before that the logical sequence in music, like everything
else, is to put the horse before the cart. The same common-sense psychology is apparent in everything clse
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you do in normal life. If you are walking along the street, and have to turn a corner, it is your brain that
decides this for you before you actually turn your feot in this corner direction ; but you are so used to turning
corners, that this thought does not occur to you, and the brain and body work almost simultaneously. This
is only natural, because you are efficient in this particular example—walking. It is * part of yourself.” So
will piano technique become part of yourself to you if you will devote that little time necessary to your
studies ; and if you will begin by thinking what you are doing, you will finish by doing it without conscious
thinking.

THE CARE OF THE PIANO

Before we proceed further, it may not be out of place to offer you a few remarks under the above
heading. : , .

A piano is a very sensitive,.besides being a very expensive instrument. The following few hints will
help you to take care of it as it should be cared for, and to obtain the best results fromit. First of all, have
your piano tuned regularly. It is usual to have this done once a quarter ; but if you are playing on it every
day, it might be an advantage to-extend this to half-a-dozen times a year. There is always the risk if once
the pnano becomes badly out of tune, or falls in “ pitch,” that it may be absolutely impossible to “ pull it
up * again; and when once an instrument gets into this state, it will go wrong almost as soon as the
tuner has left.

Keep both the inside and the outside free from dust. If your piano has real ivory keys, it is better to leave
the lid (covering the keys) open and to keep g strip of felt or bajize over the keys themselves when the instru-
ment is not in use ; this very considerably checks the tendency of ivory to become yellow. Keep the keys
scrupulously clean, and free from dust, grease, or any other form of foreign matter ; this is very important
indeed. .

You should not use the piano as a receptacle for your art gallery. Photographs, vases, etc., are much better
on the mantelpiece than on the instrument. If, however, you do keep anything upon it, it should be
removed before you begin to -play. :

Try to keep the instrument in a room which is of as even a temperature as possible. .It should not be too
near the fire, nor should it be in a position where it is subject to a draught. If anything goes wrong
with the action, or it one or more of the notes- stick ’, do not try to mend these yourself—send for a proper
tuner. Take care of your instrument and it w;ll glve you of its best.

THE WEAK F IN GER

Now, there are certain exercises that must be mastered in order to make the fingers work as fast as the brain.
Some passages on the piano may be easy for your brain to absorb but dffiicult for your fingers to manipulate.
What is the result? Your brain has to wait for your fingers, and you hold up the continuity. As this
difficulty is physical and not mental, only physical exercises will rectify this. As physical éxercises are in
themselves not music, but merely a means of developmg the fingers (the tools of your trade, as it were), they
cannot be written in a musical “ sense,” or plot, because music is mental and not ‘physical. It requires
physical action to give mental pleasure. In painting, the ability to put paint’ on canvas is the physical
side : the knowledge of wkat to paint is the mental.
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stroke at golf.- You see, practice, to be beneficial, consists very largely of concentration ; if you do not-
think of what you are doing your mind will wander and your hands will form bad habits which will be
extremely difficult to overcome later. The tired mind cannot concentrate, and a tired body will not react
quickly enough to the commands of the brain.

Now, I would very much like you to practise, if possible, half an hour in the morning before your work ;
no longer is actually necessary, and I would be grateful if you will please give no less. This is the most
important time of the day for your first practice, because both your mind and body are at their freshest.
You will find concentration easier, and the- habits formed will be assimilated by your sub-conscious mind
much quicker and much more surely than at any other time. You should, if possible, make this half hour
before your breakfast, because neither the brain nor the body functions so well immediately after a meal,
This may mean a little extra effort on your part, but it is an interesting fact that men whose names have left a
mark on the world have always been known to do their best work in the early part of the day.

For your second half hour I would like you to practise sometime during the evening. If you become
tired very easily, then you may cut this down to twenty minutes or so, but try to make it thirty ! After
all, thirty minutes is not very much, is it ? ; and your evening practice will more than repay you for vour
‘morning work. I say. this with great deliberation, because you will find in the evening a marked improvement
every day. The new material upon which you have to concentrate in the morning will definitely have found
its way into your sub-conscious mind during the twelve hours of the day, so that you will discover that
what was an effort in the morning is well on its way to becoming a habit by the same evening.

If, instead of giving this one hour a day, you were able to give one-and-a-half hours—three-quarters in the
morning and three-quarters at night—so much the better ; but you are not to give more than this time
for the present, however keen you are. From now onwards with the lessons I shall give you a practice

routine which you are to follow, please, steadily until this is cancelled by the next one. Here is your first
practice routine :—

PRACTICE ROUTINE No. 1.

1. THE FOURTH-FINGER EXERCISE =~ - = - = 2 minutes
SIX RIGHT-HAND SCALES, TWO OCTAVES IN LENGTH

N

EACH, DIFFERENT VARIATION OF SCALES EACH DAY - 3
3. SIX LEFT-HAND SCALES, EXACTLY AS ABOVE - - 3 ”»
4. SIX SCALES BOTH HANDS TOGETHER, AS ABOVE - 3 »
5. SIX ARPEGGIOS, RIGHT HAND, TWO OCTAVES IN

LENGTH, DIFFERENT KEYS, VARIED DAILY - = 3,
6. SIX LEFT-HAND ARPEGGIOS, AS ABOVE - - - 3
7. SIX ARPEGGIOS, BOTH HANDS TOGETHER, AS ABOVE - 3 2
8. THE SPECIAL EXERCISES WHICH FOLLOW AT THE

END OF THIS LESSON - = - - =5
9. THE SIMPLIFIED. PIECES WHICH FOLLOW BELOW - §

Total - - - 30 minutes
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As before, you descend with the same fingering as you ascend. Notice the examples below—

123123.:_:%;&‘.;.3213214
g#ﬁ-‘j—"’"ij"‘wi”*"ﬁ_f—?—.‘—p‘i%!;.
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The C may or may not be repeated.
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The C may or may not be repeated.
Record I. Second Side.

HOW <« TUNES” ARE MADE UP (RECORD I. SECOND SIDE)

Below we give an example of C major scale and octave once more.

n —_ ] ]
174 n Ai —_! + ‘{ 1 . H
'; ? S 3 1t z 3 4 S

Thousands of tunes and melodies are contained within these eight notes. If you play this scale in the
above form and keep on repeating it, what is the result? Itis most uninteresting. If you repeat it long enough
by way of practice, instead of being a pleasure it would be torture. The same object (practice) can be better
achieved by practising some of those thousands of tunes and melodm that are contained in this scale., Below
you will find an example of what I mean by this.

044 a1l " ) ] i
é:. i e e e
J 5 4 3 2 3 45

4 2 I

walll

You will note that it has been necessary to change the fingers on the first and second beat of bar three.
The reason is obvious, the melody moves down and we must leave enough fingers over to allow for this.

The same notes just differently arranged, but how much more interesting! Below I am giving you

again examples and exercises which will be a pleasure for you to practise.
R Record II. First Side.
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No. 4.

Pay particular attention to the movements of the thumb where it goes underneath the hand.

TRAIN YOUR MIND

Although everybody has eight fingers and two thumbs, some have large hands and some have small ; some
have long fingers whilst others possess short ones. Actually, in piano playing, this does not -make very
much difference, as the difficulty in  finger manipulation * is not confined to the fingers only. For i instance,
if you have a small hand but have wide “ webs * between your fingers and thumb;, you are in a more happy
position than a person who has a large hand but small * webs *. Always remémber, that speed in execution
on the piano merely depends on how quickly you can leave one note and arrive at the -next. THE
PROCESS IS MORE MENTAL THAN PHYSICAL, BECAUSE THE BRAIN MUST ACT FIRST.
You must first know what is the next note you are going to play before you can actually play it ; therefore,
the brain must work faster than the fingers. Every time you go from one note to the other, three operations are
necessary. First, your brain must decide or grasp from the printed music what note is going to be played
next ; second, that note must be transformed from a mental point of view to a physical point of view. That
is to say, for instance, if the next note you are going to play is F (this your brain has decided for you), you must
physicallystrike this Fon the pianoforte. Third,in orderto play the note following F thatyour brainis waiting
to suggest, you must-leave this F and have your finger ready to connect up with your brain, in order to
obtain contimuity. At first this probably all sounds terribly complicated, because it is dissected in such a
detailed way, and because you have never been told before that the logical sequence in music, like everything
else, is to put the horse before the cart. The same common-sense psychology is apparent in everything clse
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you do in normal life. If you are walking along the street, and have to turn a corner, it is your brain that

decides this for you before you actually turn your foot in this corner direction ; but you are so used to turning
corners, that this thought does not occur to you, and the brain and body work almost simultaneously. * This

is only natural, because you are efficient in this particular example—walking. It is  part of yourself.” So

will piano technique become part of yourself to you if you will devote that little time necessary to your

studies ; and if you will begin by thinking what you are doing, you will finish by doéng it without conscious
hinking,

THE CARE OF THE PIANO

Before we proceed further, it may not be out of place to offer you a few remarks under the above
heading. » , ‘

A piano is a very sensitive, - besides being a very expensive instrument. The following few hints will
help you to take care of it as it should be cared for, and to obtain the best results fromit. First of all, have
your piano tuned regularly. It is usual to have this done once a quarter ; but if you are playing on it every
day, it might be an advantage to-extend this to half-a-dozen times a year. There is always the risk if once
the pmno becomes badly out of tune, or falls in “ pitch,” that it may be absolutely impossible to * pull it
up * again ; and when once an instrument gets into this state, it will go wrong almost as soon as the
tuner has left.

Keep both the inside and the outside free from dust. If your piano has real ivory keys, it is better to leave
the lid (covering the keys) open and to keep g strip of felt or bajze over the keys themselves when the instru-
ment is not in use ; this very considerably checks the tendency of ivory to become yellow. Keep the keys
scrupulously clean, and free from dust, grease, or any other form of foreign matter ; this is very important
indeed. :

You should not use the pianb as a receptacle for your art gallery. Photographs, vases, etc., are much better
on the mantelpiece than on the instrument. If, however, you do keep anything upon it, it should be
removed before you begin to play. : :

Try to keep the instrument in a room which is of as even a temperature as possible. .It should not be too
near the fire, nor should it be in a position where it is subject to a draught. If anything goes wrong
with the action, or it one or more of the notes-“ stick ”, do not try to mend these yourself—sead for a proper
tuner. ‘Take care of your instrument and it wnll give you of its best.

THE WEAK FINGER

Now; there are certain exercises that must be mastered in order to make the fingers work as fast as the brain.
Some passages on the piano may be easy for your brain to absorb but dffiicult for your fingers to manipulate.
What is the result? Your brain has to wait for your fingers, and you hold up the continuity. As this
difficulty is physical and not mental, only physical exercises will rectify this. As physical ercises are in
themselves not music, but merely a means of developmg the fingers (the tools of your trade, as it were), they
cannot be written in a musical *“ sense,” or plot, because music is meatal and not ‘physical. It requires
physical action to give mental pleasure. In painting, the ability to put paint on canvas is the physxca]
side : the knowledge of what to paint is the mental.
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stroke at golf.- You see, practice, to be beneficial, consists very largely of concentration ; if you do not-
think of what you are doing your mind will wander and your hands will form bad habits which will be
extremely difficult to overcome later. The tired mind cannot concentrate, and a tired body will not react
quickly enough to the commands of the brain.

Now, I would very much like you to practise,if possible, half an hour in the morning before your work ;
no longer is actually necessary, and I would be grateful if you will please give no less. ‘This is the most
important time of the day for your first practice, because both your mind and body are at their freshest.
You will find concentration easier, and the: habits formed will be assimilated by your sub-conscious mind
much quicker and much more surely than at any other time. You should, if possible, make this half hour
before your breakfast, because neither the brain nor the body functions so well immediately after a meal,
This may mean a little extra effort on your part, but it is an interesting fact that men whose names have left a
mark on the world have always been known to do their best work in the early part of the day.

For your second half hour I would like you to practise sometime during the evening. If you become
tired very easily, then you may cut this down to twenty minutes or so, but try to make it thirty | After
all, thirty minutes is not very much, is it ? ; and your evening practice will more than repay you for your
‘morning work. I say. this with great deliberatidn, because you will find in the evening a marked improvement
every day. The new material upon which you have to concentrate in the morning will definitely have found
its way into your sub-conscious mind during the twelve hours of the day, so that you will discover that
what was an effort in the morning is well on its way to becoming a habit by the same evening,

If, instead of giving this one hour a day, you were able to give one-and-a-half hours—three-quarters in the
morning and three-quarters at night—so much the better ; but you are not to give more than this time
for the present, however keen you are. From now onwards with the lessons I shall give you a practice

routine which you are to follow, please, steadily until this is cancelled by the next one. Here is your first
practice routine :—

PRACTICE ROUTINE No. 1.

1. THE FOURTH-FINGER EXERCISE - - - - 2 minutes

SIX RIGHT-HAND SCALES, TWO OCTAVES IN LENGTH
EACH, DIFFERENT VARIATION OF SCALES EACH DAY -~ 3

N

»

3. SIX LEFT-HAND SCALES, EXACTLY AS ABOVE - - 3
4. SIX SCALES BOTH HANDS TOGETHER, AS ABOVE - 3 9
5. SIX ARPEGGIOS, RIGHT HAND, TWO OCTAVES IN

LENGTH, DIFFERENT KEYS, VARIED DAILY - - 3
6. SIX LEFT-HAND ARPEGGIOS, AS ABOVE - - =« 3
7. SIX ARPEGGIOS, BOTH HANDS TOGETHER, AS ABOVE - 3 2
8. THE SPECIAL EXERCISES WHICH FOLLOW AT THE

END OF THIS LESSON - - - - - - §
9. THE SIMPLIFIED. PIECES WHICH FOLLOW BELOW - §

Total - - - 30 minutes
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you do in normal life. If you are walking along the street, and have to turn a corner, it is your brain that
decides this for you before you actually turn your foot in this corner direction ; but you are so used to turning
corners, that this thought does not occur to you, and the brain and body work almost simultaneously. This
is only natural, because you are efficient in this particular example—walking. It is “ part of yourself.” So
will piano technique become part of yourself to you if you will devote that little time necessary to your
studies ; and if you will begin by thinking what you are doing, you will finish by doing it without conscious
thinking. -

THE CARE OF THE PIANO

Before we proceed further, it may not be out of place to offer you a few remarks under the above
heading. - , ‘

A piano is a very sensitive, . besides being a very expensive instrument. The following few hints will
help you to take care of it as it should be cared for, and to obtain the best results fromit. First of all, have
your piano tuned regularly. It is usual to have this done once a quarter ; but if you are playing on it every
day, it might be an advantage to-extend this to half-a-dozen times a year. There is always the risk if once
the plano becomes badly out of tune, or falls in “ pitch,” that it may be absolutely impossible to * pull it
up * again ; and when once an instrument gets into this state, it will go wrong almost as soon as the
tuner has left.

Keep both the inside and the outside free from dust. If your piano has real ivory keys, it is better to leave
the lid (covering the keys) open and to keep g strip of felt or bajze over the keys themselves when the instru-
ment is not in use ; this very considerably checks the tendency of ivory to become yellow. Keep the keys
scrupulously clean, and free from dust, grease, or any other form of foreign matter ; this is very important
indeed.

You should not use the piano as a receptacle for your art gallery. Photographs, vases, etc., are much better
on the mantelpiece than on the instrument. If, however, you do‘kéep anything upon it, it should be
removed before you begin to play.

Try to keep the instrument in a room which is of as even a temperature as possible. It should not be too
near the fire, nor should it be in a position where it is subject to a draught. If anything goes wrong
with the action, or it one or more of the notes-* stick ”, do not try to mend these yourself—send for a proper
tuner. Take care of your instrument and it will gtve you of its best.

THE WEAK FINGER

Now;, there are certain exercises that must be mastered in order to make the fingers work as fast as the brain.
Some passages on the piano may be easy for your brain to absorb but dffiicult for your fingers to manipulate.
What is the result? Your brain has to wait for your fingers, and you hold up the continuity. As this
difficulty is physical and not mental, only physical exercises will rectify this. As physical dxercises are in
themselves not music, but merely a means of developing the fingers (the tools of your trade, as it were), they
cannot be written in a musical “ sense,” or plot, because music is mental and not ‘physical. It requires
physical action to give mental pleasure. In painting, the ability to put paint on canvas is the physnml
side ; the knowledge of what to paint is the mental.
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Has it ever occurred to you which of your fingers is the weakest? If not, I will tell you now: it
is your fourth finger. It does not matter what size hands, or what length fingers you may have, nature has
decided that your fourth finger shall be the weakest, and therefore steps must be taken to develop this finger
more than the others. It is surprising how many hundreds of qualified pianists are hindered by having
a weak fourth finger. This is only because, during the days of their study, it was accepted that all fingers
were of equal strength, and no extra exercises for the fourth finger were considered necessary. By “fourth
finger exercises ” I do not mean passages that are only played by the fourth finger and not the others; Imean
exercises that are so arranged that the stress falls on the fourth finger. Below is an exercise without any
musical “sense” whatsoever. Ifnot convenient to playitat the piano, it can be doneaway from theinstrument,
for instance, on the table or the desk ; but much greater benefit will be obtained if this is done at the instrument.
From the photographs you must note the position of the other fingers, and also the position of the wrist.
The knuckles should be slightly bent, and no pressure of the arm should be used at all.  Just hold your arm
naturally ; remember, it is only a link between yourself and those parts of you that are required to play

. the piano, i.e., the wrist, the hand and the fingers.

-

Play the first ﬁvé notes of 3 C major sca'e §__ | , , t‘::ll and hold them all down together.

{See Photo. 1.)

Photo. 1. § Notes all held down together.

Now, without lifting any of the other fingers, raise the fourth finger and strike the note F again.
Having done this, repeat the process of striking F, tryin3 at the same time gradually to increase your speed,
and of course still keeping the other fingers depressed. Do not move the wrist at all, and on no account
allow the wrist muscles to bezome stiff. The fourth finger should be raised as far above the keyboard as
possible. {See Photo. 2.)
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Photo.2. 4 Notes still held down. 4th finger
raised to strike F again.

Although the above “collec:ion of notes’ presents rather a strange appearance, this is how it would
look in written music. It is not exactly a chozd, but is merely a set of notes which we want you to play
at the same time. '

%
If printed this would appear thus.

By the way, the fact that they apgear on different sides of the * stem” does not matter ; this is only
done for the sake of cleir writing, and sometimes occurs in real chords when some of the notes are rather
close together. Always remember, notes appearing on the same upright stem are always played together,
no matter on which side of the stem they appear. Continue this for a minute or two, but if you get tired,
stop immediately. Whilst doing so, count out Joud 1, 2; 3, 4, and see that you are playing in strict time.
Now try it a little faster, but not very much ; still continue to count, and each time after you have struck
this F, try to raise your fourth finger as high as possible ; but do not raise any of the other fingers. -

PRACTICE ROUTINE

HOW AND WHEN TO PRACTISE.

As from now on, practice at the keyboard will, I hope, occupy considerably more of your time than it
has done hi.herto, it is important that you practise in the correct manner right from the start. Many of
you are, I know, very keen, and some of you would put in many hours a day at the work. I do not
wish to discourage this because it is all to the good and shows the right spirit ; but I do not want you to
waste your time, and moreover, I have promised to show you how to get your practice down to a minimum,
and how also to make what practice you have to do entirely without drudgery. I may tell you here, right
away, that half-an-hour’s practice on the right lines will do you much more good than six times that amount
incorrectly performed.

The first, I might almost say the golden rule of practising is: Never practise when you are tired, either
physically and mentally. This applies to everything requiring practice, whether it be the piano or a new
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stroke at golf.- You see, practice, to be beneficial, consists very largely of concentration ; if you do not-
think of what you are doing your mind will wander and your hands will form bad habits which will be
extremely difficult to overcome later. The tired mind cannot concentrate, and a tired body will not react
quickly enough to the commands of the brain.

Now, I would very much like you to practise,if possible, half an hour in the morning before your work ;
no longer is actually necessary, and I would be grateful if you will please give no less. This is the most
important time of the day for your first practice, because both your mind and body are at their freshest.
You will find concentration easier, and the habits formed will be assimilated by your sub-conscious mind
much quicker and much more surely than at any other time. You should, if possible, make this half hour
before your breakfast, because neither the brain nor the body functions so well immediately after a meal.
This may mean a little extra effort on your part, but it is an interesting fact that men whose names have left a
mark on the world have always been known to do their best work in the early part of the day.

For your second half hour I would like you to practise sometime during the evening. If you become
tired very easily, then you may cut this down to twenty minutes or so, but try to make it thirty | After
all, thirty minutes is not very much, is it? ; and your evening practice will more than repay you for your
‘morning work. I say. this with great deliberation, because you will find in the evening a marked improvement
every day. The new material upon which you have to concentrate in the morning will definitely have found
its way into your sub-conscious mind during the twelve hours of the day, so that you will discover that
what was an effort in the morning is well on its way to becoming a habit by the same evening.

If, instead of giving this one hour a day, you were able to give one-and-a-half hours—three-quarters in the
morning and three-quarters at night—so much the better; but you are not to give more than this time
for the present, however keen you are. From now onwards with the lessons I shall give you a practice

routine which you are to follow, please, steadily until this is cancelled by the next one. Here is your first
practice routine :—

PRACTICE ROUTINE No. 1.
I. THE FOURTH-FINGER EXERCISE - = - = 2 minutes
2. SIX RIGHT-HAND SCALES, TWO OCTAVES IN LENGTH
EACH, DIFFERENT VARIATION OF SCALES EACH DAY - 3  ,,
3. SIX LEFT-HAND SCALES, EXACTLY AS ABOVE - - 3
4. SIX SCALES BOTH HANDS TOGETHER, AS ABOVE - 3 "
5. SIX ARPEGGIOS, RIGHT HAND, TWO OCTAVES IN
LENGTH, DIFFERENT KEYS, VARIED DAILY - - 3
6. SIX LEFT-HAND ARPEGGIOS, AS ABOVE - = « 3
7. SKx mnccxos, BOTH HANDS TOGETHER, AS ABOVE - 3
8. THE SPECIAL EXERCISES WHICH FOLLOW AT THE
END OF THIS LESSON - - S . T
9. THE SIMPLIFIED. PIECES WHICH FOLLOW BELOW =~ § .,
Total - - - 30 minutes
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This is the routine for the morning ; in the evening you can spend a little more time on items 8 and 9
and then use up the balance of the time in those scales and arpeggios you are finding specially difficult.
You see from the above that there is, after all, only a few minutes spent daily on what might be called the
more uninteresting types of piano playing. Whenever you find a particular scale or arpeggio difficult in a
certain key, do not ignore it on this account ; put it into your routine a few more times than the easier
ones until it automatically takes its place amongst these latter.

MENTAL EXERCISES

If you are extremely keen, you are not to spend more time than I tell you for the moment ; more time,
that is to say, at the actual keyboard. You must work off your superfluous energy by giving as much time
as possible to the mental side of piano-playing, away from your instrument, but on the written instruction.
Get the written partof these lessops right  into yoursystem™; make theinstruction partof your daily mental life.
1 want you to acquire a musical mind, so that you recognise written music and the rules governing it in the _
sub-conscious way that you understand speech and know the rules of grammar without having to stop to think
every time you open your mouth, or every time you read a printed paragrapi. Think about your work from
time to time during the day ; visualise the keyboard in your mind’s eye and try to imagine, say, middle C
and the G immediately above it. Think what the scale of D major looks like on a printed piece of music
with its key signature and everything belonging to it; imagine what scale goes with the key signature of
three flats. Hum over to yourself a tune that you know well and then ask yourself in what kind of time it is.
In fact, give yourself little examinations, as it were, from time to time. “ Live ” your music and make it
part of your ife.

Keep chart A on your keyboard until you are guite certain that you can read both the notes and the
music without it. But do not grow to rely on this chart and to let it do your thinking for you. It is only
there for the moment because I cannot be by your side in person. The sooner you can do without what
is, after all, only a sort of “ prompter ”, the sooner you will get confidence Discard chart A as soon as
you are sure of yourself, and you certainly ought not to need it after your first month’s work.

I am giving you below some exercises in scales and arpeggios, together with some special exercises and -
melodies to make up your first practice routine. Piease see to it that you study these carefully and practise

/51/%4“( 1,



We give below Major Scales for the Left Hand.

‘MAJOR SCALES

Left Hand
[]
C
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Standard Course, Lesson II1.
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EXERCISES.

(LESSON 1ID)

I am giving you here a few examples of two-octave scales and arpeggios for the LEFT
hand, in order that you may see how they are fingered. Practise these as given, and also
those in other keys. I want you to work out the fingering yourself for those not given,otherwise
you will never progress. Work on the lines I have shown you.

1. SCALES.

2. ARPEGGIOS.

2 1 1 2
i

G 1 :' '
Major. = ™ . — —
I3 & 7 T 1 ¥ 3
EFE & 1 ¥ 3F 3
3
ME # i;iililJ:lai 1
ajor. -
jo * Sz , T S @
5 5
2 44
) 14 h i ,41 '
F ; = e S s s S
Major. —— — I
5 v % %Ay
2 2
B, Xy ==
Maj . .{{j!—pﬂ'jl__'_}_ﬂ
jor. 8} ld | S —1
Fq 47 4 4
10
2 2 %

Standard Course, Lesson III.
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FINGER DEVELOPMENT EXERCISES
(Right Hand).

3. - Key C Major.

Record 2. First Side.

8 5 8 8 -
1 2 5 2 28358528 ;,; T24540542

—-rf“"".'

1235858212451245 1 2 4 5 41 2 4 5

; 5
é%g?2128 8 2 1 [~
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— . —— 1I—1 T.J_HJ%_;_
¥ 38 5 8 T 2 5 2 7 k) . 5 € 28 28 2 1
w 3 T
512823215124242151282321

. 5 4 2 1 [ 5
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5§ 4 2 542154215421

Standard Course, Lesson III.



4. Key .G Major. °

Record 2. First Side.

54345821 54821234 54845421

zszszszsm .

1
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2835218351 235218351 L—l—45321235
54382 H-——lr-rﬂr'llzs45482 1 238321285
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Y] 1238 4 1 23832121835

A 54 2 pemmmmm 4 5 4 2 pem—— 1 2 8548 21 8542

8 213 { 832 13 ke 1

You are now playing in the Key of G. Remember each F must be sharpened.

5. Key D Major.

1854848, 13548432 12892525 3587¢%s5

- ' —
¢ 15358575 45253515124542575?235423
5
QE gg ~ 1245 128534313 23243531
oy 1
® | 1 Il ) R | _-]lll $ 4
235%235 233 T —
1 1 1
58 21 5321 53215321 525486514 - 5
1
—1 1 1ff %
S — — 5123'

Remember Key D has two sharps—F sharp and C sharp.

Standard Course, Lesson ITI.
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6. Key F Major.
| ! o e e s s e O s I |
o , T
15358515 15353515 25454525 25454525

Iﬁ r— 1* JT 'l _ql_lljl
.< = FESSSEESESSSSEts
¢ 85812521 858125215?854?_;432121

1 |

o ' -
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54321284 538428531 482121238 423123575

e R e )

18 ; $4 244 354535515 31235'43'2 1 2181
You are playing in the Key of F. Think what this means when you come across a B.

7. ~ Key B Majo.r.‘

= R T e
: e - o - -~ —1 -
v '12351245123-51245421253‘13.'—'-—1 212 1
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[ 53 X 4 53 4 4 5 oS5 4 5 34 e
212823 272424 321 327 292424
1 234 353831 453205830515 —— [ ——— |
- 1 1) | S I | [ T

i — . - : o " —4—‘—9—%
} | —— — 4 3 213123 4345 4.
Remember Key Bb has two flats, B flat and E flat.

Standard Course, Lesson III.
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FINGER DEVELOPMENT EXERCISES
(Left Hand). - |

8. - Key C Major. Record 2. First Side.

e
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Do you feel tired? If you do, rest for a while. Never allow the wriststo stiffen.
. Key G Major. |
e = ] [rr [y pe—e—
S SECECEES PRESPSPiEESTEES
53185818 52125318214138151 z‘g'_gz 234
: [y e— Tl e : prp——
S ESSFE:r===S=cc=tss=== B
o o0y ¢ @ @ R
3 1333138 521238313 19%21% 231%2
Same rules apply to the feft hand with regard to sharps and flats. You know what
to do when playing this exercise.

{

e ] d%

T
.
)

10. Key F Major._ ‘s,
p— o 5421 25382 4
e ESsEl=e: =i
" .
. 54211g421154215421'53211;.— .-
3!-9532L;_L30423$r4 32953 123 [
-7L:—9+—}: T _rp } S | ;_' —71 P 1 __il_lf_.%
- . 1 T Lid 1 10142'

' 4 *I
Remember you are playing in the Key of F. Whilst playing these exercises you are
unconsciously stretching your fingers, %afn'ninglcontrol over the keyboard, developing a piano
technique and in fact preparing yourself for the time when you are going to sit at your piano
to play music that cannot fail to be a sheer delight to you. Therefore, don’t hurry through this
part of your tuition because it may seem a little tedious and uninterestings take it very slowly .

and above all, stop when you feel tired.
Standard Course, Lesson ITI. :
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11.

Count Four in a Bar.

SIMPLIF

ED P

ECES.

Key C Major.

Record 2. Second Side.
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* Inthis piece thereoccurs one sharp,Ff.Doyou grasp why this Fshould be sharpened ?

You have only to omit this sh
how useful these sharps are!

12.

<>unt3 Four in a Bar,

Key |

arp and play the ordinary Fand the result willatonce prove -

C Major.

Record 2. Second Side.
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Standard Coulrse, Lesson ITI.




Key C Major.

13.

Record 2. Second Side.

Count Three in a Bar.
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Standard Course, Lesson III.
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Key C.

Record 3. First Side.
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Count Four in a. Bar.
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Standard Cours-e,Lesson L.
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Three in a Bar Key C. Record 3. Side 1.
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*Note the Flat before A. This is merely done to add colour to this . A natura]
would suit just as well,but later in your studies you will understand the meaning of
counterpoint and this little phrase is just a suggestion of counter-harmony.

17. ~
Count Three in a Bar. ey G. Record 3. Side 1.
Oy 1 8 5 8 1 %4 v

1 @ a 1 1 3
_-{ I | i i ! l ! !
e — } | i . .
= ——
4 5 4 1 2
4 1 2 8 5
;‘l J d — 1
—
o s
3 1 8 1 2 B8
5 4

i o —fu——a 1%
_ s L § 1 2 8 5 3" 2 2 1
Dont be frightened because this piece is not written in the Key of

- you are familiar with Key G and kncw the rules governing it.
you for the last time; Key G has one Sharp, F Sharp.
Standard Course,Lcsson III. .
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