MUSICAL
EXERCISES

or the
PIANOFORTE

pre i

eeeeeeee
oooooooooo






Copyright : ‘ Price 3/* nek

%&a{)%ﬂ:h Drothe'cd, Std

34, Berners Street, 126 & 128, Deansgate,
London, W.1 Manchester




These Exercises first appeared in ‘ Music and Youth,”
published by Evans Brothers Ltd., London. The Copyright has

since been transferred, by arrangement, to Forsyth Brothers Lid.



MUSICAL EXERCISES FOR PIANOFORTE

Beauty of Tone and Looseness of Arm

Right arm J-2
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EXERCISES are bits of music which help us to play better. | we get make wnat we call * the Chord of C,” or “the Arpeggio

Singers have short exercises too, A good exercise always | of C.”

has one chief object. We must find out (1) whatis it for ; Exercise II. The piano gives us what we deserve fo get. If

(2) how to get it. we touch it gently it gives us a nice, gentle tone. If we hit it
Exercise 1 is for beautiful {one—tone which is not very | roughly it gives us a nasty, rough tone. In Exercise I we again
loud, but sweet and rich. Sitting easily, and not too near the | usethe arm from the shoulder, and by letting its weight go through
piano, we raise the arm from the shoulder—as if someone were | thefingers into the keys, with a kind and gentle pressure, we get
measuring it for a sleeve. The hand hangs loosely. Wethenlower | a kindly answer from the piano strings.

and raise the arm for each sound we play, using the middle | are used, but we must think mostly o

finger for every sound. The right pedal is down for two bars at a loose, floating arms.

This time more fingers
f sweet, rich tone, and

time. Itmust be pressed down, not struck. The lovely sounds Thenote marked = will be played, very clearly, with the left hand.

Copyright by Forsyth Bros. Ltd., 1922, for U.S.A. and all countries.



Peaceful J=80

Beauty of Tone and Looseness of Arm

XERCISE IIT reminds us of Exercise I. It is again for
loose arms, working easily from the shoulder with nice
gentle curves. For practice we may allow the arms to

move very freely—more movement than we should want in a

piece. When once the notes are learnt we must study the pedal,

taking care to lower it, and raise it, at the right moment. It
will be good to study “Thirds,’” and to notice how they sound
and how they look. All the thirds are pla.yed with thumb and

middle finger in this exercise.

Exercise IV, We shall get a nice effect by playing slowly and
quietly, but with the Right Pedal properly used. This piece tells
us how stupid people are to call the “Right Pedal” the *Loud
Pedal.” It is so lovely when used, as here, for soff sounds. We
may study Chords; how they are sometimes “broken,”—the
sounds coming one after another instead of all together. The
arms must move freely and be quite loose ; the fingers should
lower the keys gently, letting the weight of the arm really do the
work,
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Graceful movement in Broken Chords
Leisurely J-='76
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Freedom of Arm in Chord Playing
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Balance of Arm in Phrasing
Witli faee movement Jk’a 136
f) |
’{: d i [7] 7] ]‘: } L (7] (7] { # lk'\ ay 7]
[\_m 1 1 _1_1 '_i 1N 1 1 = il yi I
QJ‘ ———— — Bt e — .

i
\|

\D~ \\ ur
i

i)
L NE

I

»

wh-l@ |

Y Y = ?—
b | 7 (7] [} s
7 T ol
——
5 8
n /--_——-N-\

P : Il 1 1 ] ¥
=== L e e e
== v 3t (R :
By s = = s | I s
7 I 1 1 == . 7 Fo i 1

XERCISE V continues the work begun in I and III. In | a passage from a book in two ways: (1) all in one kind of voice,
each case our object is to get a rich tone by playing with | without rise or fall of tone, and not noticing commas or stops ;

a loose arm, which falls and rises freely from the shoulder. | (z) with tone changed to suit the words, the voice taken off a little

Like all Exercises it must be learned from memory quickly, and | at commas, and still more at stops. The second way makes more
then played without copy. In the chord-playing of V plenty of | sense and sounds nicer. Phrasing in music is like the stops,
freedom is desirable—more arm movement than we might like | commas and rise and fall in speech. We play the sounds of the
to use in a piece. The use of the right pedal helps in getting | “phrase” smoothly ; we take off its last sound neatly; we vary
looseness because a loose tone seems to encourage a loose arm. | the tone within the phrase, < = and we think a lot about the
Exercise VI is for the practice of Phrasing. This word is not | sext strong accent (which the music seems to want to get to). A

easy to understand. Perhaps we get its meaning best if we read | restful effect should finally prevail.



Legato for Two Fingers—right hand
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Legato for Two Fingers—left hand
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FTER freedom of arm has been made easy, and simple | part of VIIT before the left. This will help us to feel really

chords can be played with looseness and comfort, we may
begin to give attention to finger-work. This part of our
training is very important because so much music is written in
Many pieces about birds, bees,
spinning wheels, and other quickly moving things, have legata

what we call “legato style.”

trills like those in the above exercises, so we must prepare by
practising them well beforehand. It will be a good plan to learn
the left-hand part of VII befcre the right; and the right-hand

loose, because it is arm-work, led up to by all the previous
When the skippy part (with pedal used as directed)
is quite familiar and tuneful, we may start the trill and use
both hands. The hand and arm for the trill will not move
about much, but must feel as loose as the other hand and arm.
This will be the case if we do not stiffen, and if we listen for
evenness. Any worry about the other part would spoil the trill,

exercises,

so we had better memorise that when we first learn it.



Quiet movement in Broken Sixths

With ease J= 88
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Arm Chords, with full tone
Loud and resonant J=76
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NE of the first qualities a player has to secure is ease in

#Ya,

moving about the keyboard. Exercises have already been

given for this, and IX and X are to carry us still further.
In IX the arms should be floating—nicely poised on the chords
and ready to allow of an easy “side-to-side” movement at the
triplet figure. Arms and hands must always be alive and awake.
They are probably being used rightly if they feel happy and
comfortable in their work., The first sound in each bar, left
hand, should be made quite distinct. A sound which is thus
heard over and over again in the bass is called a Pedal Point.
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Exercise X is to encourage the greatest possible freedom of
movement. The arm will fall and rise from the shoulder (as in
Study III) with plenty of buoyancy in the rise, and weight
combined with looseness in the fall. For once in a way a very
loud tone is wanted, and loud tone need not be ugly ; it can be
rich and good. Music is often, in itself, mvch simpler than it
looks in the copy. Exercise X is really quite reasonable, though
its photograph makes it look fearsome. It can be learnt and
played from membry in one praclice, after which the speed may
gradually be increased.




Melody and Accompaniment

Rich in tone Jnmo
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Legato for Three Fingers

Bright and rippling j’.=m
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N Exercise XI there is practice in what is called cantabile
playing. Many compositions for piano are like a song-
melody, with an accompaniment ; it is, therefore, necessary

to learn how to obtain a cantabile (singing) tone. In the lower
part a rich tone will be got by letting the weight of the arm free,
the finger—as it were—clinging to the key, and the player listen-
ing carefully for a beautiful sound. The upper part will need the

floating arm, the fingers being kept near (or upon) the key surface.

e

Exercise XII is for finger-touch combined with a very free
arm, Two definite thoughts will guide the player: (a) a light,
floating, ready-to-move arm; (b) an extremely alive, almost
electric, feeling in the fingers, which are now to do their very
best and most active work. They are not to sit down and slide
along ; they are to work crisply and neatly, without stiffness and
without laziness, Fingers 7 2 7 at first; then 2 7 #; then 7 4 5.
In this way equality of touch is secured.



Accuracy and confidence in Attack
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WE have in Exercise XIII another opportunity for large
movements of the arms. This time a very important

feature is added—accuracy of aim in playing a distant
bass. The first low sound in every bar, as in a waltz, is the
foundation of the harmony which follows. By a wide, arched
motion of the left arm, the little finger must reach the key with
looseness, but with cerfainty. For practice, and to encourage
confidence, the fall of the arm must be from a good height.

1

=

player for the performance of fine music,

Exercises prepare the
The works.of two great
composers will specially benefit by the practice of this page.
Which two composers ? L :

Exercise XIV is for neat, clean finger-work,
arm or hand movement should be used, but the fingers must
be full of life, vigorous and supple. The whole, when played
crisply, will suggest a kind of musical fretwork in which every-
thing is distinct, but light and “open.” “Exe

No unnecessary



Tone Values in Part Playing

As for four voices J..—.126 i

Evenness of Touch in Scales
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NSTRUMENTAL music is sometimes written as if it were
meant for voices. Some pieces, as in Exercise XV, have
clear lines of melody right through. Each line is a

complete in itself, and has its own special stems and rests.

‘part,”’

Just
as it is clearly written, so must it be clearly played, every sound
having its true value. Each part must mind its own business.
Composition of this kind is found in Fugues, and, less fully, in
other works. It came from still older music written for choirs,
and that is why the parts are often called “voices,’”” even in
piano music.
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Exercise XVI prepares the way for music built upon scale
passages. Some pupils—and some teachers too—are apt to
think that scales are easy. Not very long ago a scale was taught
in the very first lesson! People now know better; they have
found out that a scale is a very difficult thing to play well. It is
difficult because the player has to be alert in so many ways at
once. At least six good qualities must be secured before a scale
can be considered perfect. It will be interesting to think them
out and to notice how they affect the result in playing music
similar to the above.
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Pedalling for Legato Chords
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Freedom and Legato in Arpeggio Playing
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HEN Mother Nature made hands she had no idea they | up the harmonies., \In Exercise XVII we may count four to each

would ever be used for such strange purposes as playing
on a violin or a piano, so we cannot be surprised that the
keyboard presents great difficulties. One of these is the playing
of chords, in succession, legato. Here the pedal is useful to link

beat, At one the pedal is raised, at fwo it is lowered, and kept
down until one comes again. The IJE'(l.“LI is also used in blending
all the sounds of a single chord, as in XVIII, where they are
played in succession.



Suppleness and Forearm Rotation

Lithely J-112 >

> L ff—-‘-.

ln; 03 m 2 s Wi 2 et o B » b r\r
Oy T P e s %
ry) T

19 i 72, 1

. f- ' ’ i F

e e e u!"flif'f' N vi H'fw S
=P e ¥ ¥ =1 ¥ Y

%

: _ —
< L4 & —

— Sk el =

S ek e %
=Y T ra s e

i =
Ya. Ta. Y.

Neat and alert .b=160
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UR joints are all loose until we are stupid and stiffen them. Exercise XX, like No. XII, is a mixture of floating arms and

If we hold the top of the right arm firmly with the left | frisky fingers. We must have both. The little figure of four notes

hand, and then turn the forearm to right and left, we | needs fingers that are really alive. Like the horses in the old

find a good, well-oiled hinge at the elbow. The hand turns | coach-and-four, they must run well and not tumble down nor
with the arm (it cannot turn by itself). This turning is called | bump into each other; they must be under firm control—in the
Rotation. In Exercise XIX the right forearm will rotate if we | one case by reins, in the other by brains. The last sound in
leave it free to do so, and in this way we get a better tone. \/k' each group is the climax, but.each one must be clean and true.
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Increase of Stretch and Firmness of Grip

11

4
o = | = | |
P A e Y N i 4 N
b 72 5 — . . | % ] - " _i
e e == - =282
e S d
21 2 - P e —— P
I #1 S ~ i > — 1
3 b8: b
SRR = oty ; = e
= b £ L: X = | I = : = Il- iF I i I
1 ;'\";_\______,.' T g et I I
Ta. =2 45 #* T, e %
> —
0 > 8 o
P A o) N Y Y >
F 4% I'V‘ — y O .{ : - - r 2 -
=) !??:_ —— | ] j 2 ! ¥
gl P Pp
mf S > | |
Yl 1 N j BN
hal O] - - Pad v J
7 B S 4 [~ Y
v E,- P [® )

# Ta.

0

The Passing of the Thumb in Arpeggios
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ANY people think “if only-every black and white key were
just a shade narrower, I could reach everything quite
well.” And so we could; and we do right to wonder

why that half-inch in the octave cannot be given to us. However,
the hand is very elastic, so we must try gradually to stretch it.
Of course, extra care is needed, in Exercise XXI, to avoid stiffen-
ing. Firmness need not cause stiffness.

our muscles are not stiff.

We walk firmly, but
It is well for each hand to rest in turn.

Yo,

special feature of piano work.
we know where the business-joint of the thumb really is. Lots
of people play for years with stiff thumbs before they find out
that the “hip-joint” is right back at the wrist. This gives
freedom of movement down, up, right and left. A g.eat teacher,
known to the writer, always regarded the thumb-joint as next
in importance to the shoulder-joint.

In Exercise XXII we have the problem of the thumb again, a

It is good for us to make sure




12

Practice in the Trill
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Legato for Five Fingers

Sharp and clean ol=-:12[}
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LASSICAL music—that is, music so good and strong in
itself that it has won the love and respect of intelligent
people—often contains a certain ornamental figure known

as the Trill or Shake. Exercise XXIII is purposely made in the
Mozart or early Beethoven manner to prepare the way for many
similar passages which the learner will find in the music of those,
and other, Masters. The first quaver following the shake is the
climax point, \
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The last Exercise of the series gives special practice in the
playing of a five-finger scale passage. It is one of the hardest
things to do really well, and yet nearly all music teachers used
to give it in the first lesson! No wonder people stiffened up
in those days! .Here, again, we do well to think of the sound
which follows the semiquavers, but in doing so we must not forget
to make every sound a real living thing. The fingers should feel
alive and nimble. :




THE MUSIC OF WALTER CARROLL

Scenes at a Farm FIRST PIANO LESSONS—BOOK I

A SERIES OF EASY PIECES AND DUETS FOR BEGINNERS.
Each piece is headed by an appropriate verse, written by H. Lang Jones, which the pupil may sing
whilst playing the piece. This book, now familiarly known as ** The Farm Tunes,” is delightfully simple
and makes a direct appeal to the child’s interests. Mrs. Curwen :(—" The lirtle « Farm Tunes’ are
delightful.”’
PriCE THREE SHILLINGS.

Tunes from Nature FIRST PIANO LESSONS—BOOK Ia

A SERIES OF EASY PIECES AND DUETS FOR BEGINNERS.

Verses, set to the music, by H. Lang Jones. The pieces in this book correspond in number, length
and style to those in “ Scenes at a Farm.” The keys used are those which have not moré than one
sharp or flat, and the signatures, both for key and time, are inserted. The degree of difficulty is
slightly in advance of Book I, but the difference is so small that it could be practically disregarded.
Teachers will find the work useful, not only for children, but equally for pupils of any age who need

! ;
a beginner's book. Price THREE SHILLINGS.

The Countryside FIRST PIANO LESSONS—BOOK II

A third set of pieces, equally interesting and slightly harder than ** Scenes at a Farm * and * Tunes
from Nature.” This book may, with great advantage, follow either or both of the foregoing, but is
also suitable for independent use. Though written for the young, it is quite adapted to the needs of
older pupils who may require very simple music.

PRICE THREE SHILLINGS.

Notes on the Teaching OF «FIRST PIANO LESSONS”

This booklet deals briefly with general principles, and especially guides the teacher as to the way in which
¢ Scenes at a rarm " may be most effectually taught.
PRICE ONE SHILLING AND SIXPENCE.

Forest Fantasies

A set of nine pieces, rather more advanced than « The Countryside.” ‘Though less difficult than “ Sea
1dylls  they are written in the same picturesque style, They make a strong appeal to the imagination
and are specially valuable in the development of nhrasing and pedalling.

PricE THREE SHILLINGS.

River and Rainbow

In these ten short pieces are reflected some of the varied and bcaut_ifu_i aspects of nature. Rustling
wind, stirring life, running stream and glowing sky, all lend from their rich treasuries gems of thought

and inspiration. Although, in order of difficulty, ** River and Rainbow " precedes * Forest Fantasies, "’
a true interpretation demands appropriate tonal colouring, and free play of the imagination.

Price THREE SHILLINGS.
Sea Idylls

Ten Sound Pictures in miniature, suitable for pupils of any 2ge, and invaluable to teachers who desire
to train their pupils in expression and in playing from memory. The work is a fine stepping-stone to the
short pieces of Grieg and MacDowell. :
PricE THREE SHILLINGS.

In Southern Seas

This book of nine pieces is slightly more advanced than ** Forest Fantasies ” or Sea Idylls,” either of
which it may safely follow. The music is written in a new and interesting style, strong 10l rhythm
and varied in colour. 1t will be found very valuable as a means of awakening an appreciation of the
works of modern composers. g

PRICE THREE SHILLINGS.
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