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THE PEDALS
It is very much easier to play in a legato manner with the addition of the sustaining pedal (or the * loud »
pedal). This is, of course, the pedal on your right ; but you must exercise great care with its use. If you
overdo the use of the sustaining pedal you will ruin your playing : thousands do so by this form of misuse
of their piano.

In printed music the sign for depressing the pedal is the word  Ped.” which appears underneath the
bass clef; and the sign “%* appearing a little later shows you where to raise the pedal again. In more
advanced types of music it is usual to omit printed pedal instructions, as the composer concludes that he
may safely leave the correct use of both pedals to the discretion of the performer.

As a general working rule, the pedals should be taken off when there is a complete harmonic change
of harmony or of “structure.” I will explain this. Suppose you have depressed the sustaining pedal
on a chord in the key of F, and your next chord is one belonging to the key of E, then this constitutes a
complete harmonic change. Now, if the pedal were to be kept down right through this change, it would
s0 blur the various notes by making them sound together, that it would give a discord and the effect of the
passage would be ruined. To obtain a very smooth legato, the sustaining pedal should be depressed the
merest fraction of a second after the note or the chord has been struck. You will understand how the use
of this pedal could ruin your music if you realised the principles upon which it works mechanically in the
piano. The action of depressing the pedal causes the dampers to be removed from the wires; so that
when a note is struck, instead of a piece of felt coming down and touching it almost immediately afterwards
and checking the vibrations on the three wires which form this note, the damper control is missing and
the note is left to “ sing itself out ”, as it were. Now, as every note on the piano has a different number
of vibrations to the second, you can well imagine what happens when one or two notes with slightly different
vibrations meet and clash., ,

It simply means that you must exercise your discretion when using the sustaining pedal. It all depends
on what chord or what structure of harmony follows the previous one as to whether the pedal shall be kept
down or released.

If you are playing, let us say, the following chord :— EEFE you depress the sustaining pedal and

o _—
hold it on for the proper time value of the notes; and if the chord following this is :— §§;’ '_E

you will see that the pedal can be kept on for both of these chords, as the vibrations of the notes contained
in them would not clash ; they are in sympathy each with the other. From now on let us call such chords
“related ”” chords. Instructions for the use of the other pedal will follow later.

THE ART OF READING MUSIC
Music is really no more difficult to read than any other ordinary printed matter, and I want you to get
your mind into the state where you regard music in the same light as you would a story or a black-and-
white drawing. When you are reading a story and you come across the word “ cat ”, you do not spell
this word out letter by letter, c-a-t ; you do not even look at it letter by letter—you see the thing as a whole
and at once know without thinking that the word you are reading is “ cat.” In the same way, when you see
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a black-and-white drawing of a house, you do not examine it window by window and then notice thatithasadoor
and a roof, and come to the conclusion that it must be a house ; your mind grasps the entire picture at once,
and that is why you can read a story rapidly at sight or understand a picture by merely looking atit. This is
the attitude we want you to cultivate when studying music. Do not be frightened by it. Don’t get
“ panicky * because you have to play with both hands at once, or because you have to play more than one
‘note at once. As I say, you read more than one letter at once—very often you take in nearly a complete
sentence at a glance. So it should be with music, and so it will be if you will study on the lines I am
suggesting to you; train your mind along with your fingers. When you handle a new piece of music,
first of all look at its title and find out whether this suggests anything to your mind. If it is called the
“ Blue Danube * waltz, you obviously do not expect it to start with a flourish of trumpets in 4/4 time.
It is a waltz, and from its title you grasp that it is a continental one ; it will probably be rather ““ flowery ”
in style. So you,will be already prepared for two things, the time and the type. The next thing to do
is just to glance at the time signature to make quite sure there is no mistake ; then look at the key-signature.
This latter, apart from its obvious use, will give you a rough idea of whereabouts on the piano the main

- portion of the composition is likely to fall. A further guide to the type of waltz will be the instruction you
find at the top, giving the speed at which it has to be played ; such words as * moderato ”, * con brio >
(brightly), etc., are very helpful and should not be ignored. Next we come to the notes themselves. Glance
along the first eight bars of the first movement and see whether the melody contains a number of small notes,
or whether it is of the slower-type melody consisting of longer notes. Then examine roughly the chords
from the lowest note, upwards; the harmony will suggest the melody, and as you progress. you will
find that the type of melody rather suggests the manner of dealing with the harmony; that is to say,
whether it is a slow-moving or a quick-moving harmony, a * vamp ” accompaniment, or just how the
composer elects to write it. This preliminary survey of the ground is, after all, not very different from
your mental attitude with regard to a new book. You want a new book and you walk into the local library
and pick one out at random and turn its pages over. “ I don’t think that looks very interesting,” you say
to yourself, although you have hardly had time to look at a paragraph. What has happened is that you are
accustomed to assimilating the atmosphere of an ordinary book in a few moments without going through
a lot of mental processes ; and I want you to get exactly this state of mind with regard to music. You
do not have to go through the various stages I have detailed above as if you were working through a list ;
in time they will come so naturally to you that you are not aware that you are performing them.

ANTICIPATION

Now, one of the greatest helps to reading music is what is known as anticipation ; and the better your
anticipation, the better sight reader you will eventually be. Without anticipation you will never be able to
read music at sight, and it is a very doubtful point whether you will ever be a pianist of any ability.  After
all, anticipation is only a form of common-sense reasoning. Anticipation is an expectation of what is to
come, based upon probability. For instance, if you point a loaded revolver at a picture frame and fire it,
you expect to smash the glass. This expectation is what I mean by anticipation. If you receive a letter
and the last sentence above the signature is “ Yours very——", you do not expect the last word to be
 awkwardly >’ or  frightfully *’, but * truly , or * sincerely . You have simply judged what is coming
next by what usually does come next. I have already told you that there are no surprises in music.
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As soon as you have grasped the chord you are playing, move your mind on to the next one, so that when
the time-interval covered by the first one is complete, your mind will be ready to command your fingers to
act instantly for the next set of notes. It will not take you very long to get this anticipation to such a
degree that 'you can think three chords ahead, just like the chess player who very often thinks as many as
half-a-dozen moves ahead. The quicker you can learn to do this and the farther ahead you teach yourself
to anticipate, the better will be your sight reading and the greata' will be your confidente. Think well over
this, therefore, and study it at every opportunity.

INTERPRETATION
Interpretation in music consists of giving a passage its correct value in emphasis. That is to say, the
ability to make the mielody stand out against the harmony, or to bring out a counter-melody, or generally
to emphasise those little points which run through a composition. In other words, you put the correct
interpretation upon the composition which the composer intended should be placed thereon.

I expect you know exactly what I mean by this, but experience and practice alone will teach you to
interpret correctly and instinctively. Follow your melody in its course, carefully making sure that this is
never lost sight of in the ear of the listener, to use rather an Irish expression. The best practice for correct
interpretation is to listen to good performers, especially when they are playing a number with which you
are familiar. Think how you would like to play it and then go along and see how they do play it.

Whilst I am on the subject, I might mention here that a very great deal of invaluable tuition, information
and knowledge may be gathered from listening to first-class performers, and even to performers who are
generally better than yourself. Do not be afraid to put in as much time at this delightful occupation as you
can spare. Study the methods of the masters and try to copy them. You will then be in the position of
a member of the audience and will be able to judge from the audience’s point of view the effect that the
performance has upon it. When playing yourself youcan only guess at this because, of course, you are the
performer. In these days of inexpensive radio sets, and gramophones and records which do not make
too heavy a demand upon the pocket, you have every opportunity of studying some of the world’s finest
performers in your own home.

A very great deal may be learnt by an interested listener which will not come to you through personal
practice.

CORRECT INTERPRETATION
Correct interpretation of music is exactly like good elocution in reading aloud or in recitation. I do
not know why it is, but very few people have the sheer * nerve” to appear on a platform and to recite badly;
the probable explanation is that they know their audience simply will not “ stand for it.” But how many
people consider it quite a legitimate form of torture to persuade half-a-dozen friends, who have never done
them any wrong in their lives, to sit in their drawing-room (from which they cannot decently escape) and
then to place themselves at their piano and inflict half-an-hour’s terrible playing upon them, under the
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mistaken impression that no day will ever come when a long-suffering victim does not throw the nearest
available table at them ! Seriously speaking, your friends are only too eager to hear music, and are willing
to make the utmost allowances when they know you are giving them of your best. I want you, therefore,
to do the very best you can for yourself, because it is quite easy and largely a matter of thoughtfulness and
common-sense. Be a good advertisement for yourself, and, if you like, for me, too; I want my pupils
todo well! There never was a pianist yet who did not think himself slightly better than he really is, but all
the same, if you will follow the few hints I give you here, you may find that yonr friends think you slightly
better than you really are.

For instance, never get into that bad habit of playing chords “ loosely ** ; by this I mean striking the notes one
after the other in what might be described as a * sloppy ” manner. It is as bad as an overdose of the
“ wobble * stop on an organ (some cinema organists seem to think that nothing will satisfy their audience
unless it is played with this tremolo stop!). Everything is a question of degree ; as soon as a style begins
to be overdone it becomes bad form. So strike your notes together : make a clean, normal, everyday job of
your work ; you will soon learn how much sentiment you may put into a number without overdoing it.

Play as if you meant it ; don’t stammer, or hestitate, or blur your notes. In other words, do not be sloveniy )
It is better to play a whole composition slowly and well than it is to play it at varying tempos according
to whether you know certain passages or not.

Give each note its proper time-value, especially remembering that legato and staccato notes are both of
equal length, although they are of different execution.

Be careful to phrase your piece correctly. Where there is a slur over the notes, play them with a slur,
and where the composer has marked a staccato passage, don’t go and spoil his idea for him.

Be careful of accents. Whilst I do not want you to overdo them, I most decidedly do not wish you to leave
them out. Music without accents is as meaningless as speech without them. Try and read over a few lines
of this page without accenting a single word, and you will soon realise what nonsense you can make of it.

Where you see such marks as p, or f, or mp, or cresc. or dim., or any other expression marks, you will be
.almost unique if you decide to pay any uitention to them ! So many people ignore them to-day that if you
will but notice them you will at least give the composer his due and will most decidedly improve your inter-
pretation, to the benefit of both your listeners and your subsequent applause.

Do not overwork the pedals. I have spoken to you about this before, but there is no harm in telling it to
you once more. And I might give you a little warning here that, if you have a piano where the soft pedal
operates on the one string only, an abuse of this pedal will very quickly throw your piano out of tune.

When you happen to be playing at home for an evening’s dancing, or just a dance or two, keep very
strict time in waltzes, fox-trots, one-steps (and marches, if you use them). Remember the use to which this
music is put. It is simply a rhythm with a melody to it, and the most important part of it is rhythm, for
the people to dance to. Therefore you must keep strict time ; and you must also avoid the very common
tendency of quickening up the number as you go along.

‘The above may all seem very little things in themselves, and you may be inclined to turn round and say
to me : “ Why did you waste my time telling me these things when I know them already ? * Maybe you
do know them already ; the thing wlnch interests me is : do you put them into practice ?
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THE “SOFT” PEDAL

We have already dealt with the pedal on your right side ; the one on the left is popularly known as the
soft pedal. An cxplanation of the mechanics of this will probably help you in the correct use of it. The
soft pedal operates in two ways, according to the type of piano which you possess. On some pianos it so
controls the felt dampers that they move nearer to the wires, which latter are therefore checked earlier in the
course of their vibration after being struck. This is rather a rough-and-ready manner of obtaining a soft
effect. The better way is that whereby, when the soft pedal is depressed, the action of the piano, together
with the key-board, is moved about a third of an inch to the left, which has the effect of causing the
hammers to strike one wire only, instead of the three which usually make the full strength of a note. You
will see by this that the carrying power of such a note is reduced by two-thirds. This striking of one wire, or
cord, is the reason why the instruction for the use of the soft pedal is very often given as ““ una corda > (on
one cord) in some compositions.

The best use of the soft pedal is in conjunction with the sustaining pedal, especially where signs for
pedals are marked on the printed music. A very fine control can be obtained by manipulating these two pedals
one against the other. But please do not fall into the error of using the soft pedal as a substitute for a good
touch ; as a matter of fact, the less the soft pedal is used the better both for you and for your piano.

FURTHER INSTRUCTIONS TO AID SIGHT-READING

A little while back I gave you some preliminary instructions in what to look for when first you handle a
composition which is new to you. Here are a few more. These will materially assist you to become a
rapid sight-reader, but they should also be followed out whether you are sight-reading or whether you
are practising an old piece.

Start slowly. It is better to be slow than to hesitate. We all know the fellow who goes off at a gallop
for the first three bars and then has to pull up because he is not sure what the next chord is. This is solely
due to the fact that he is attempting to make his fingers work at a higher speed than he has trained his mind
to function at for the moment. So begin slowly and continue to play at the same speed at which you started.
If you happen to come across a-passage which you know or which seems easier to you, do not tear through
it at a quicker pace and then return to the slower speed when the piece gets difficult again. Always let
the speed of your piece be the speed of its most difficult bar.

When you make a mistake, do not stop and correct yourself on the mistake itself, but go back for at least
two or three bars, correcting the mistake as you meet it next time. I want you to lead info the error and
through it, because it very often happens that the mistake did not really take place on the chord itself, as
you may have imagined, but the damage was done a note or two previously. It may have been that your

. anticipation was at fault or that you failed to recognise the type of chord which was coming.
Do not forget the key in which you are playing and flatten and sharpen the correct notes accordingly.
" Do not become unduly excited when you come across extra sharps, or flats, or naturals. If you are not
ready for these by this time, you ought to be!

Do not be disma.ye_d if a composition does not start on the first beat of a bar. It very often happens that a
couple of notes are needed to lead-in to the first accented note of the melody. These notes are called a
“ pick-up . There are many tunes with which you are familiar in which this occurs. Take the two examples
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1 give you below of the opening bars of “ For He’s a Jolly Good Fellow ” and ¢ D’ye Ken John Peel ?
You will see that the first accented note which is the first note occuring on the first beat of the bar, is the
third printed note in each of these tunes.

1 ) g 1 | re ) &c
M 1. - —3 1 ! 5. Ia) 1 j - | ‘l. ‘!
————— —o- . v -
‘ .
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When this occurs, all you have to do is to start counting to yourself from where the beginning of this
incomplete bar would be and pick up your notes on the piano on the right beat-as they come in their proper
place, ' . ‘
1-2-3 2-2-3 1-2-3 2-2-3

g_z -
¥ 1 - . ~u—— &ec.
e P~ m—— = i1 I

) : e ———

1-2-3-4-and 1 -2-3- 4-and ,
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§4i ,—4—}_‘- ; I =] &c.

-DOUBLE SHARPS AND DOUBLE FLATS

It sometimes happens when you are playing in a key containing sharps in the key-signature, that the
composer may wish to add an accidental sharp in a certain passage to a note which is already in itself a
sharp (owing to the key in which it is written). I will give you an example of what I mean. Suppose,
for instance, you were playing in the key of D, and a passage came along which was E, F, A. Now, the F
“is already F§f because it is in the key of D ; but let us suppose that the composer wished to make this note
a semi-tone higher. He could write it as G (which is the next semi-tone up the piano after Ff), but to
do so would not only be incorrect musically, but it would be very misleading to you, because if there were
a chord of which this was the top note, you might be led-tovthink that it was quite a different chord, or a
chord in quite another key, and this would make you hesitate in your playing and stumble in your mind.
So he puts an extra sharp in front of the F for his accidental, making it F double #, which is simply another
way of saying “ F-sharp sharpened.” The sign for this double sharp is this : “ X , and when the composer

- wishes to go back to the ordinary F (in this case F,  one sharp ) he corrects it thus :— ﬁ

) oJ

The same applies in flat keys, where it is desired to make an accidental flat of a note which is already

. S
flattened, because of the key in which it appears. B double-flat, for instance, is written this :— ﬁﬂﬁ?—,

and brought back to its normal position afterwards by the following arrangement of signs :— @
¢
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'Please do not be muddled by them when you see them. After all, it is surely the most logical way of
flattening a note of this kind to call it, siy, B double-flat, thereby keeping its identity, than it is to go
and call it A, giving it an entirely new name and altering its whole nature.

« 3-AGAINST-2 ” TEMPO

This is a kind of time which is not at all uncommon in the more serious types of music. It occurs in a
subject which is written in 4/4 time; and a phrase so composed would appear thus in music :—

—~ /2 =2
— +— ——
@ H et 1 -
= s
.i.
4 -’:EEII : ,' = g
: " . A Se—
i I 1 1 Y 1 —
———
: = eto.
™ — l, .1‘. #———ﬂ_P_ | P 7 P r + I o
o1l L ¥ 1 1 - = 1} P . S f—
5517;—3————-—!4-—3 ==_ ‘;L ) -— ==
Record V. First Side. Ld '

You will note how it is written, with a * grouping-slur * as appears over triplets. What actually happens
is that you play three notes to the bar in the right hand and four to the bar in the left ; the right hand notes
occupy one-third of a bar each, and the left-hand notes their usual one-fourth. This may appear rather
muddling to you at first, somewhat on the lines of one of those tricks where you are asked to pat -your chest
with your left hand and at the same time rub it with your right. It is rather a good test of concentration
and of your ability to divide your mind into compartments, as it were. When playing this 3-against-2
time, do not alter the tempo in the very slightest, but give each of the three notes their full value of one-third
of a minim and continue the left hand at a steady 4/4 tempo. Practise the example I have given you above
until you can do this easily and also without hesitation, if you turn to it suddenly after playing an ordinary

4/4 passage.



THE BILLY MAYERL INTERNATIONAL S

Page Eight

(PIANOFORTE)
Copyright for all countries. All rights reserved

CHOOLS OF MUSIC. STANDARD PRELIMINARY COURSE

LESSON X

PRACTICE ROUTINE No. 8.
CANCELLING PREVIOUS INSTRUCTIONS.

This routine is for daily morning practice of 30 minutes, and should be carefully
followed. Where it is found possible to increase the time, do so in proportion to

the ‘'various items. :
M
_—_—_——_—_'—
Split your practice up in accordance with the way we have now shown you. As
before, pay attention to weak spots.

The new pieces we have given you here are all well-known compositions, and your
friends will like to hear you play them.

Pay great attention to all the expression marks, &c., and learn them in the light of

what we have told you in this lésson.

You might also go back to some of the pieces in the earlier lessons now, and
play them through again in the light of this lesson. You will probably bring
quite a new spirit into them ! . '
Don’t forget to save a little time for finger-developing exercises.

Report to me if necessary. ;

(3 Oy oid.
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Record §. First Side. F. CHOPIN. Op.28, No.6.
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60. ENTR’ACTE No.2.

(Rosamunde.)
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FIGURATIONS

Figurations in a pianoforte composition might be compared with trimmings on a girl’s dr&ss;they are not
necessary, but they are decorativg. They are used to make the subject more interesting, to beautify it,
to “ smarten *” jt, or to add colour.

Figurations are, of course, what I might describe as “ extra ” to the actual piece itself, and so you will
generally find them written in quavers, semi-quavers, or demi-semi-quavers. Anything which is not
absolutely pertinent (or pemnmng to) the melody or to its absolutely necessary harmony, can be dwcnbed
as a figuration,

Now, strange as it may seem, a complete piano composition can be composed solely of figurations. This
is called a * technical ”” piece, and the effect aimed at by the composer is one of brilliance and not one of
sentiment. A scale, for instance, is a figuration. It is really a variation based on the common chord of its
key ; so also is an arpeggio or a chromatic scale. In fact, the word “ chromatic ” merely means * colour-
ful ”; and, of course, a chromatic scale makes use of all the “ colour changes > in harmony right up a
complete octave. I admit that the effect of a chromatic scale can hardly be described as very brilliant ; but
even in such a poor example it is decidedly more so than the common chord itself.

The degree of brilliance in a figuration entirely depends upon how the notes contained therein are placed,
just in the same way as a melody depends upon the placing of its notes for its sentiment, a fox-trot for its
rhythm, a walez for its swing, and a march for its inspiration.

Now, in order to break the monotony of a continued melody, it very often has small figurations inserted,
and these small figurations are called trills, turns or grace notes. In some cascs, instead of being written
out musically, they are denoted by special signs placed over the notes wkere they occur, or over a single
note, showing that this note must be treated in a special manner. They are very much like the accents
which appear over vowels in French words and which denote a special treatment for the particular
vowel in question., The sign ~ placed over a note shows that it is to be played thus :— '

as written as pla)}ed

Now, the ordinary “ trill ” is a quick movement of two notes played consecuuvely, and is written and

played as follows :—

As written As played
[ NS

= i 11
t) " -

S==
Record V.  First Slde

A * grace note ” is a single note, played immediately preceding one of the ordinary notes. Itisa kmd
of small * pick-up ” note, for example :—

Fal

L —E—
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Here are a few examples :—

Record V. Second Side.
These are called  grace ” notes because they grace, or embellish the note following. They are written
much smaller to show that they are not a part of the time proper of the bar in which they appear, but are

“ extras.” They borrow the time used to play them from the note immediately before them.

A “ grace figuration > may consist of any number of notes, above one.

CHORD EMBELLISHMENTS

In order to produce different effects, chords are not always played with all the notes exactly together. By
this I mean that a chord can be played in a split manner, somewhat after the style of an arpeggio. But
nevertheless, the chord only occupies the same “ time-value > as it would were the notes struck simul-
taneously. Suppose, for example, you have a crotchet chord, which, of course, lasts one beat when the notes
are struck simultaneously : you will strike them consecuuvely, but in such a way that they do not occupy
any more time than this one beat. The effect is somewhat similar to chords produced on a harp—you
know the kind of “ sweeping ** effect I mean. When a composer wishes you to play a chord in this manner

he places a sign immediately in front of it, thus :— é%:

When playing this chord, you do so from the lowest note upwards ; that is to say, play your lowest note
first. The reason for this sign is to save writing the chord in semi-quavers and .at the same time to give
you the idea that it is still an ordinary chord, with simply a slightly different method of execution or inter-

: pretatxon I am ngmg you an example below of a pxece of music in which chords treated in this manner
occur :—

Legato (slowly)

mw—i e e o o e s e e B s e e ol P~
e e e S E R
R =3 - 3 - E3 = E3

Record V. First Side.

CADENZAS, ETC.

A cadenza really means “ a falling,”” and it is a kind of musical flourish. - It is, as it were, a cascade of
notes. It is like a series of more or less extended grace-notes, and does not form part of the rhythmical time
of the piece. .In other words, it is inserted as an extra and not played in strict time. You may recognise
a cadenza wherever it occurs by the fact that it is generally written in smaller notes, as the grace-notes
were. You use your own discretion about playing it, and take your own time. Hence you will generally
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find the direction “ ad /ib.” at the beginning of a cadenza. These two words simply mean “ play as you.

like it best® The notes in cadenzas are generally grouped or joined together like quavers, but this does not

mean necessarily that they occupy the amount of time which a quaver would. This grouping is chiefly

for the benefit of your eye, so that you may take in quickly the “ run > of the passage. I give you an
_example below of a typical form of cadenza :—

PP £ ﬁ

! Ll

o

PRACTICE ROUTINE No. 9.
CANCELLING PREVIOUS INSTRUCTIONS.

This routine is for daily morning practice of 30 minutes, and should be carefully
followed. Where it is found possible to increase the time, do so in proportion to
the various items.

Split your work as best suits you to cover old ground and take in the new.

Study the new pieces very carefully (especially the “Nocturne”). Make sureyou
understand everything contained thercin, in the light of what you have learnt in
this lesson. Be certain you know the work before proceeding.

3l D i







' 6l NOCTURNE.

This is one of the most famous examples of a fine
use of grace notes, cadenzas, &c. Study it carefully:.
It is a beautiful composition and will well repay

you, CHORPIN, Op.9, No.2.

Andante :
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Cadenza

Dboco rubato
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* This is a famous cadenza, and may be taken entirely “ad lib}; or at what speed best suits yourself.
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62  CHANSON TRISTE. °

I have already given you part of this famous composition in
Lesson VII. Here is the complete work for you to play.

P. TSCHAIKOWSKY,
5 Op. 40, No.2.
Allegro non troppo. (not too guz’cskly)% 5 3
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P la melodia con molto espressione (The melody to be played with much expression)
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SOBRE LAS OLAS.

INTRODUCTION.

VALSE.

Larghetto (Siowiy).
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DIFFERENT TYPES OF MUSIC

You are,.of course, aware that music is composed of many different kinds, from a simple bugle call
right up to the most elaborate overture. The reason for this is that music is so much a part of our ordinary life
that various types have to be composed to meet every occasion. It is just the same as in literature. The
English and the atmosphere of Shakespeare’s piays would be entirely unsuited to a newspaper “ leader ”
article on the prospects for the next Budget. I am going to give you a few notes on various of the commoner
musical forms, because I am anxious for you to assimilate the spirit of the type of composition you have in
front of you on the piano at any time ; it is so very helpful to the plaving of this particular piece. I have
already told you to extract what atmosphere you can from the title of the number ; but I am now going
to try and show you the particular atmosphere which is peculiar to the type of number. Hence these few
notes.

Hymns—The usual tempi for hymns are 4/4 and 3/4, and they are generally played in a very slow and
majestic manner. When looking at hymn tunes, you will probably find that the time values of all the notes
are doubled. For instance, instead of a bar consisting of a semibreve, it appears to consist of two semibreves
linked into each other, as it were. This is simply because hymn tunes are ecclesiastical music, and the
Church is very conservative with regard to anything modern. The link notes are, in fact, * breves,” and
every other note is written double its length to match. All you have to do is to regard the notes as being
half their value and to play the tunes in a stately manner suitable to their. nature ; this will give you the
correct tempo. Hymns are usually written in four-part harmony of the most straightforward and
‘ academic ” type, because they are meant to be sung by four voices and not to be played. The organ
accompaniment in theold days used to be simply a “ pedal ” or fundamental bass. I might mention here that
hymn tunes are the best possible practice for getting a good solid knowledge of simple and correct chord-
construction into your mind. ' .

Marches, Waltzes, Fox-Trots, One-Steps, Tangoes, and * Blues . —These types of numbers are really -
self-explanatory from their titles, and are composed to meet the requirements for music to fit various definite
types of physical movement. Therefore their thythm and their time is more important than their melody
(except possibly to the music publishers !). Whilst I do not want you to “ grind these out * like an organ,
I do emphasise the fact that it is very important that you keep the strictest possible time—in fact, strict
time is more important than anything else in dance music and in marches.

Gavottes—A Gavotte is a graceful old French dance with a very well-marked rhythm of a moderately
quick tempo and written in 4/4 time. It should always be played lightly and daintily with special attention
to the accents, which have a particular fascination peculiar to this type of composition. Remember that it is

" an old-time, graceful dance of the more spacious days. Try to visualise the gallants and their ladies who
“ trod this measure ” and keep your interpretation as stately as you can to match the spirit.

Minuets—This is also another French dance of the 17th century, usually written in 3/4 time, but some-
times in 3/8 tempo. It is characterised by a stateliness and a carefully-regulated gaiety. You should
emphasise the accent on the first beat of each bar; its speed is usually half that of the modern waltz.
It should be treated very artistically and extremely daintily. Remember that these old dances were written
for such instruments as the harpsichord and the viol, and you should try to keep their “ spirit ” on the
pianoforte. '
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Polkas.~The Polka is Bohemian in origin and a fairly modern dance. It is written in 2/4 tempo and weil
accented on every other bar to correspond with the steps for which it is written. It is inclined to be
staccato throughout in its performance.

Barn Dances.—The Barn Dance is more modern still and is written in 4/4 time. One of its characteristics
is the rather lavish use of triplets in its composition. You should keep the tempo very steady when playing
a composition of this nature.

Intermezzi, Entr’actes, etc—These, as their names 1mply, are numbers used in the middle of a situation,
or between certain happenings—for instance, between the acts of a play. They are musical trifles in various
tempi- and various styles. One might describe them as the sweetmeats of the musical feast. Treat them
in the spirit in which each is written and follow carefully the tempo instructions appearing at the beginning
of each.

‘Berceuses, Lullabies, Cradle Songs, etc —Thwe, as their names imply, are songs, very often of the folk-type
in origin, and of what I might call a “ crooning * nature. Because of the * lullaby idea > running through
them, they have a distinct and characteristic swing corresponding with the rocking of the cradle. They
are, more often than not, rather sad in type, owing to the countries from which they originate. They may
be written in any tempo, and you should play them with great sympathy and feeling. I suppose I need hardly
ask you to play them softly ; a lullaby is scarcely the type of music for which one would employ the loud
pedal !

THE MORE SERIOUS TYPES OF MUSICAL COMPOSITION

Owvertures~This word simply means an “ opening piece ”, from the French * overfure ”, an opening,
It is very often the opening or introductory piece of music to a musical play and it consists of several subjects.
It generally starts in a slow manner varied by a fast movement ; and, following through various other
movements, it concludes with a grandiose finish. From its very nature an overture can be in various tempi.

Sonatas—The word “ sonata ” means in Italian “a composition which is played,” in distinction to
one which is sung, which is a “ cantata.” A sonata consists of two, three, or four different movements,
although the first of these is very rare. It is a composition laid out on a definite plan, where certain subjects
are begun, then developed, and then are * restated ” and finally rounded off with a last movement; and
it follows a definite set of rules which need not be gone into here.

Rondos.—A Rondo is another type of composition in which one or more themes are repeated between
intervening themes, in a definite order. Rondos not only appear as independent pieces but also as parts of
sonatas, symphonies, etc. They are generally written in 2/4 tempo.

Preludes.—A Prelude is a prologue to anything else, and is generally something which is played before the
main portion of a work which is to be performed begins. The word means very much the same as does
overture. A prelude may be in any tempo.

Fugues—A Fugue is a composition written in two, three, four or more parts and is rather difficult to
describe here without becoming more technical than you would care to have me be. The simplest way for me
to explain it to you is to say that a theme is begun and developed in one or two ways, with connecting links
between each ; and the whole composition is rather in the nature of a subject and its *“ answer.” Fugues
may be written in various tempi.
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Rhapsodies—A Rhapsody is a kind of fantasy or an “ exaltation * of the musical mind. You know what
you mean when you say: “ So-and-so.went into rhapsodies over the scenery when on his holidays.”
This generally means that he spoke in rather an exaggerated manner ; and a musical rhapsody runs on some-
what the same lines. Varying tempi are used.

Concerti—A Concerto is a solo for an instrument with an orchestral accompaniment and generally
consists of three movements. Its form is somewhat similar to that of the Sonata and it may be written in
varying tempi.

Nocturnes—Nocturnes are, as their name’ implies, * night-pieces.” In other words, they are of the
dreamy and romantic type, slow in construction and consisting of one or more movements. They are
something like the serenade in form and were brought very much into vogue by Chopin. Varying tempi
are used.

Symphomes .—Symphonies are of various types, but the generally-accepted style is that of an orchestral
composition in four movements and somewhat in the form of a Sonata. Although these were written
in the first place for the orchestra, like many other compositions of a similar type, it is usual to find popular
pianoforte arrangements of them. . Varying tempi are employed and most of the leading symphonies date

from about the middle of the 18th century from the pens of such composers as Haydn, Mozart, Beethoven,
Schubert, Mendelssohn, etc., etc. .

« Colour * Music.—Under this general heading I group all compositions such as Grieg’s “ To the Sprmg »
Mendelssohn’s songs without words, etc., etc. This type of music is an attempt to portray a certain situation,
subject or mood. You mght almost describe them as musical poems or musical essays. Macdowall’s ¢ Sea
Pictures ” would also come under this group. There is no particular form to be observed nor is there any
special tempo, because naturally each one varies with the type of subject it attempts to portray.

The above, I think, covers more or less ail the types of music you are likely to encounter, at any rate
for the present. I sincerely trust that these few notes will help you to a better understanding with regard
to them. :

FURTHER PRACTICE IN SIGHT-READING

If you have followed my directions during this Course, especially with regard to the mental side of piano
playing, you should find the study of new music very much easier than others would who have been taught by
different methods. But I would like you to put this to a practical use. I would like you, please, each day
for about ten minutes, to take some music with which you are unfamiliar and which you have not practised
‘before, and to see how well you can play it through at sight. Do not choose pieces which are unduly
difficult or beyond the range of the ordinary more popular types, such as dance music, hymns, ballads,
Mendelssohn’s songs without words and such like.

Do not try to play any of these qmckly to start off with. It is much more important that you should keep
a steady unvarying tempo.

Remember the instructions I have already given you in dealing with new music, and follow these out
before you strike a single note.’
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It should not be difficult to obtain a supply of music without putting yourself to any great expense at
all. You can always arrange to ezchange music with friends, and you will invariably find somewhere or other
a heap of discarded dance tunes and ballads. Moreover, many publishers produce albums of popular songs
at a very reasonable price, and it is always possibleto obtain back numbers of these at a considerable

‘reduction. There are many moderately priced editions of the classics.on the market at the. present time,
and I feel that it should rather be your pride to start a little library of these for yourself. Thns is music
of which you will never tire, and which you will always like to have with you.

Do not at first practise sight-reading for much longer than ten minutes a day, because the mental effort
will be considerable to begin with. As you find the process becomes easier, so you may increase the time to
a few minutes more each week ; but stop immediately your mind begins to feel tired.

LEARNING TO FINGER FOR YOURSELF

With tHe exception of music which has been especially written for practice and stuay, you will find that
99 per cent. of printed music of the kind you are likely to play has no fingering directions printed upon it.
I have fingered everything for you in this Course because you are learning, and' because I want you to get
into correct habits.” By now you should realise that all fingering is based upon  the lines of least resistance » ;
the easiest and the most common-sense way is the best. Do not, therefore, feel lost when you come to. have
to make up your own fingering. After all, you do not walk about with a copy of the alphabet in your
pocket in case you have to read something! Like most other things in music, fingering is a question of
anticipation, and you will very soon learn to judge the best and easiest methods of fingering certain passages.
The main pomt is to look ahead at what follows and allow enough fingers, so that you never find yourself at

- . any given spot with an awkward or jerky movement in order to have a few more ﬁngers for the notes which
come next.

As I told you at the beginning of this Course, we use nothmg but the « oontmental ” fingering throughout
all ouf instruction at the School. That is to say, the thumb is marked with the figure 1 and the little
finger with the figure 5. There is anether system of fingering which you may come across, and this is
known as the * English * fingering. In this, the thumb is marked with a +,and the other fingers with
1, 2, 3, 4, the 4 being the little finger. I just mention this in order to warn you, because unless you are aware
of it and try to follow the fingering on the copy, it may throw the whole of your hand out. You will
generally find that where an edition of a piece is marked in Engllsh fingering, it is also possible to obtain
another edition with continental fingering. So if you are purchasing new music which is fingered, always
ask for the latter.

CROSSING THE HANDS

It sometimes happens that it is easier to play a certain passage with the hands crossed than it is to exchange
the passages from one hand to the other. For instance, you might be playing a perfectly normal accompani-
ment in the left hand and a melody, beginning at the top of the treble clef, might run down right through
this accompaniment to the end of the bass clef. It would rather spoil the “ run *’ and the “ sense > of the
passage if, when the melody met the accompaniment, your left hand carried on with the former whilst your
right hand “ took over ”” the latter. Not only that, but it would cause a peculiar mental effort on your part,
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because for a few bars only your mind (which has been thinking of the meicdy as played by the right hand)
would have to * switch itself round.” Another point is that it is very often much easier for you to play
what is obviously a right hand passage in the right.hand, even if it means crossing this over the left hand,
_because of the different styles to which the hands are accustomed. You see, after all, the left and the right
hand work entirely differently on the piano, because whereas the little finger of the former points downwards,
the latter points upwards ; they are * different ways round ” from each other on the key-board. This
crossing of the hands is simply done for ease of execution and to prevent an interruption in your mind. When
crossing the hands, do so very definitely. Lean slightly forward towards the key-board, bending your body
a little, following the direction of the hand which is crossed. Well arch the arm and wrist of the hand being
crossed, keeping it clear of the underneath hand and letting both hands cross at a position slightly above
the wrist. When the left hand is to go into the treble clef to play the accompaniment, this will be crossed
over the right hand ; and when the right hand goes to the bass clef, it goes over the left hand. You will
not always be able to maintain your fingers and hand in the correct “ playing position  when one hand
is crossing the other, but this is not of very great importance so long as you continue to strike the keys with
"your finger tips. '
I am giving you a passage below in which these crossings of the hands are used. Please play it
carefully and notice the signs which appear on the printed music to indicate where the crossing takes place.

L.H. Simile. -
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ACCOMPANYING ‘THE VOICE, OR ANOTHER INSTRUMENT

The piano is the most usual instrument for ordinary accompaniment work. Many people hold that
a good accompanist is born and not made. This may be so, but if you will take note of the directions
and hints I give you below and put them into practice, you will be well on the way to being a reasonably
good accompanist. : ,

Anticipation is the secret of success in accompanying. Know your music and know your fellow-artist,
where possible studying his work and his style. Remember that you are not the soloist, nor are you even
the most important person in the combination. Therefore you are not allowed to take any liberties
whatsoever with the music. The soloist only may do this—#e leads, you follow. Keep your playing well
“ under ” the work of the soloist—do not predominate nor drown him. On the other hand, do not be
afraid of your solo passages, such as the introduction, passages between verses, etc.; and do not hesitate
to make any counter melody or particular chord sing out clearly where this is necessary. Be quite firm and
quite sure of yourself. Do not try to rush your artist in any way ; he sets the time and you must not force the
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pace. On the other hand, do not make him feel that you are being a drag on him ; nothing is worse to
an artist than to feel that he is having to pull the accompanist along. Many a good piece of work has been
completely ruined by this feeling, which is quite enough to induce a state of panic in the mind of the
soloist. -The ideal accompanist is such that the artist is almost unconscious of him, and yet knows he is there

_in such a manner that he gains added eonﬁdenoe thereby. All thé above hints are useful and necessary,
but the greatest of these is anttapatwn

The commonest types of music you are likely to be called upon to acoompany are ballads, operanc music,
hymns, popular ‘songs, and violin or *cello solos. Wherever possible, especially if you are playing in public,
or at a semi-public gathering, try and run through your accompaniment beforchand, both with the. artist
and without him. If, of course, you are appearing at a concert, you will natmally put in a great deal of work
rehearsing in both of these ways. But, however, if you suddenly find yourself with a couple of songs
thrust upon you one evening, whilst somebody asks you to play the accompaniment, do not get in a panic.
Glance through them, notice their time, their key, the type of song they are, and do your best with them.
If there are a lot of rather “ heavy * chords, you can always “ thin * these out slightly, in such a manner
that the general effect sounds pleasing to the ear without your losing any time. It is better to play a slightly -
simplified version than it is to drag. ‘If you find when looking through the piece that there are any * repeat

marks”, don’t forget to ask the soloist if he proposes to repeat the passage, or to go straight on; nothing
is more embarrassing than to find two people working at cross purposes in a case like this. Do not hesitate
to ask for somebody to turn over for you, if the end of the page comes at an-awkward passage ; but make sure
that the person in question can read music or is not likely to be lookmg round admxrmg the pictures at
the very time when you want him most!

- MEMORISING MUSIC

The memorising of music has always been a subject of controversy amongst musicians. Some say that
it can be taught, whilst others hold that no system of this kind has as yet proved itself to be a success. The
whole truth of the matter is that nobody can be taught to have a memory, because everybody already has one
inborn in him. What can be done is to' train that which already exists. You don’t teach people to have a
brain, or a right hand, for instance; but you do teach them how to use them. The following hints, therefore,
if carefully carried out, will definitely improve your memory ; and you will be surprised how much you find
yourself remembering in quite a short time if you will work on the lines suggested below.

First of all, remember that the memory is just like anything else : if you do not use it, it will become stiff -

+ and “ rusty.” Failure to use your muscles makes them “ flabby ” and lazy ; and you find that, when

you are called upon to make use of them, it is quite an effort and they ache. So it is with the memory.
Weareall of us growing lazy these days,and if ever we can *“ makeanote of it ”” on paper, we prefer to do so than
to rely on our memory ! Naturally, one cannot expect anything to function properly if it is treated in this
off-hand manner. Therefore, the first thing to do is to make greater use of your memory in everyday life.
Try to rem>mber the little things and you will soon find yourself remembering those of greater importance.
See if you can remember a few telephone numbers to start with.
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The next thing to do is not to approach your memory by imagining that it is bad. This is never the
way to get the best out of anything—or anybody, for that matter. You would not feel particularly flattered if
a friend said to you : “ Play us something on the piano, will you. But I den’t suppose you’re much good.”
Well, that is the way so many of us regard our memories, and then we blame them for “ sulking *’! Yet
it is a strange thing about human nature that we are generally only too ready to imagine ourselves much
better at a thing than we really.are, Well, in this case, it would be no bad fault if we gave our memories the
benefit of the doubt. If you will start by believing that you have a good memory, your memory will go
more than half way to meet you, and you will have a good memory. Begin, therefore, to use your memory
whenever you can, in full confidence that it will not let you down.

The next thing to remember is that there are two parts to your memory, the conscious and the subconscious.
The latter is that part by which you remember instinctively such things as where you live, or whether it is
safe to cross a road. This part of your memory works by judgment, founded on experience. You
remember without effort, without * thinking about it,” because you have experienced the same thing before.
The part you are now to exercise, however, is the conscious memory, that section which needs a conscious
effort, however slight, on your part to make it work. Therefore, whenever you want to remember anything,
make a definite effort to fix it on your mind. * Remember that you are remembering,” as it were. Suppose,
for instance, that you wish to remember the telephone number, Park 2397. First of all, imagine what it looks
like written down.  See it with your mind’s eye. Think of the letters of the word Park and then imagine that
you see the figures written on paper. Then think what it sounds like if spoken. Hear it with your mind’s
ear. Say it over to yourself and notice how the sounds ““ run.” The next thing to do is to fix it in your
mind by every other dodge you can in connection with it. For instance, think of a park, and imagine your
friend whose telephone number this is, walking in that park with a large placard on his back with
the figures 2, 3, 7 and 9 upon it. Remember that 2 and 3 are next to each other, whilst 9 and 7 are one
number apart. And so on. There are hundreds of little dodges you can employ in this way to assist
your memory. This process is called “ the association of ideas.” Do not “make a business of it,” and
do not, please, despise it as silly. It cannot be silly, because advertising men make use of it all over the

* country to fill space costing thousands of pounds—a thing they would not be likely to do if the idea were
silly. For instance, you know how much easier it is to remember rhyme than ordinary prose. Hence such
famous advertisements as :— "

They come as a boon and a blessing to men :
The Pickwick, the Owl, and the Waverley Pen.

Simple, maybe! But would you have remembered these names without this little jingle rthyme? I very
muchi doubt it.

Another clever use of this kind of memory-aid is the world-famous picture of “ Sunny Jim.” Whenever
you see Sunny Jim, you think of ““ Force.” Not because Sunny Jim looks like Force, but because you have
learnt to associate him with this particular food. You have unconsciously been trained to associate two
ideas which, in the first place, had not the remotest connection with each other. I just give you these two
examples to show you, not only what can be done with our memory, but what is being done with your memory
every day by other people. And if they can do it to you, whom they do not know personally, it is hot going
to be half so difficult for you to do it yourself.
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Now, as regards music. There are two sides to your conscious memory. These are called the aural and the
visual. This simply means the * hearing side ” and the “ secing side.” Some people have one more
developed than the other, whilst some have them both equally. You often hear a person say, “I can
remember faces, but I can’t remember names.” This is only another way of saying that this particular
person has the visual side of his memory better developed than the hearing side. You must first of all
find out which is the stronger in your own case; as a matter of fact, you probably know already. Then
try to apply the following hints to your attempts to memorise music.

IN BOTH CASES

Start by being confident that you can memorise. Don’t doubt. Be determined and certain in your mind
that you will succeed.

Do not attempt to memorise a piece of mrusic that is too difficult. You will never be able to substitute
memory for practice.

Do not try to memorise a piece wh:ch you cannot alreddy play from the pnnted music. This will mercly
be a waste of time,

MEMORY BY SIGHT

Look carefully at the piece bar by bar, and try to fix the sight of the printed copy firmly in your mind,
Imagine the key it is written in, the shapes of the notes, how they lie under one another and how they run along
the page. Take a few bars in this way and then sit down at the piano without the printed copy. Call upon
the copy in your mind’s eye and try and play from it. When you have done this, repeat the process with
the next three bars or so and try and play the two parts together. Keep adding to your picture bit by bxt,
until you have the whole thmg in your mind.

At the same time, do your best to remember what the piece sounds like : make the best use of your ear
that you can. It is probably stronger than you thought it was at first. Do not do too much of this work
to begin with. You will find it easier and quicker as you get used to it.

MEMORY BY HEARING

Play three or more bars of your piece, being careful to listen to the sound of every note, and all the notes
in each chord. Hear what kind of a chord it is, and what the quality of it sounds like to you. Leave the
piano, and * hear these few bars over to yourself” as fully as you can. Then go back and try to play your
mind’s version without the printed music. When you have done this, repeat the process with the next two
or three bars and then try and play the two parts together. Keep adding to this bit by bit until you have
the whole thing in your mind. At the same time, do your best to remember what the printed copy looks like :
make the best use of your eyes that you can. Their power to help your memory is probably much stronger
than you thought it was at first. Do not attempt too much of this work to begin with. You will find it
easier and quicker as you get used to it. .



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

Copyright for all countries. All rights reserved
LESSON XII Page Nine

That is all I can really say upon memory in the confines of this course. Volumes have been written round it,
and memory alone is the subject of several courses of teaching. The above instructions will, apart from
their value upon your memory, definitely help you both with your sight-reading and with your general
confidence. : s ‘

PRACTICE PIECES

I am giving you in conclusion a series of pieces of graded difficulty which I wish you to practice regularly
until you can play them. When you can play these, you will find that there will be no ordinary composition
of the ballad, dance, hymn or other general variety, which it will not be possible for you to play after a very
little careful study. Some of these pieces are tunes which will be already familiar to you and which I have
treated in certain definite ways to make them more interesting, and to give you practice in certain musical
forms. The other tunes which you do not recognise I have composed specially for you, expressly for
this Course of tuition. Please study all of these carefully and note the remarks I have to make on each.

PRACTICE ROUTINE No. 10.
CANCELLING PREVIOUS INSTRUCTIONS.

“This routine is for daily morning practice of 30 minutes, and should be carefully
followed. Where it is found possible to increase the time, do so in proportion to
the various items.

o ————————— S ————— oSS S
S ————

The daily habit of thirty minutes’ practice should be easy for you by now. In
fact, you should look forward to it as something to be enjoyed.” Do not drop it
because you have finished your tuition with me, otherwise all your work will be
wasted in a very short time. :

You know your weaknesses by now: concentrate on these.

Give ten minutes each day to scales and other exeicises which will improve your
technique. . Use the rest of the time to improve your sight-reading; fingering,
memory, etc., together with your own particular difficulties. :

Don’t sit at the piano and practice in a haphazard way: always have some
- definite plan of work for cach day.

Remember, 30 minutes a day—every day—is better than 300 minutes at
irregular intervals. You have got the « thirty-minutes habit”: Keep it!
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: CONCLUSION ,

You have now come to the end of a very complete preliminary course in music and, if you have practised
conscientiously and followed out my directions carefully, you should be well on the way to being a performer

_of no mean ability, and should be able to nge both your friends and yourself a considerable amount of
pleasure.

Please do not fall into the error of imagining that you know * all about * music; but I know you will
not do this! There is so much more to say on the subject and there is so much more to do, that we have,
between us, barely touched the fringes of this most fascinating art. My object has been to give you as
much information and directions as I can safely do without muddling your mind or ovubm'demng you with
material which was not of practical use.

Do not destroy these lessons or throw them away, but keep them carefully, going over them from time to
time. I think it is fair for me to say that you will not find a more practical set of exercises to improve your
playing than those contained within the confines of this Course. A constant study of these, and especially
the more difficult ones, cannot fail still further to help you.

Now that you have finished this Course, do not automatically drop your practice and say to yourself :
“ Well, that’s that / ” That is by no means “ that ”/ And if you do not keep your practice up regularly
you will soon lose the benefit of what you have learnt.

Should you wish to progress further towards becoming a pianist of unusual ability, you will no doubt
be interested to have particulars of my Courses in Syncopation and Modern Rhythmic Playing. A study of
these completes a practical musical education which should bring you well within the front rank of amateur
performers. My Secretary will be very pleased to send you full particulars of these on application, together
with details of a reduction in fee to those who have already taken one of my Courses of instruction.

It only remains for me to thank you for your kind interest, your patience, and for the loyal way you have
followed instructions, and for me to offer you my best wishes. I shall value your kind recommendation
whenever you feel yourself capable of giving it. Very truly yours,

Please fill in and return the final report sheet,
which you will find at the end of the exercises.
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67. Warum?
(Why?)

SCHUMANN, Op. 12, N? 3.
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Allegretto.

[J)

As I warned you, you must now be regzred to choose your own fingering.After all your tuition
in this, it should not be difficult; and I have selected two very straightforward Fieces for you to
start upon. Work on the lines shown you and you cannot go wrong. Kemember, always look ahead
and see what is coming next so that you “leavé enough fingers over” to deal with the passage in
question. The easiest fingering is always the correct one. B.M.
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INTRO.
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