THE NINE STEPS

TOWARDS

“FINGER
INDIVIDUALIZATION"

THROUGH
FOREARM ROTATION

A SUPPLEMENT TO

THE FIRST BOOK OF
“PIANIST’S FIRST MUSIC MAKING "

AND

“CHILD’S FIRST STEPS”

BY

TOBIAS MATTHAY

COPYRIGHT, PRICE 1/- NETT.

THE ANGLO-FRENCH SERIES
OXFORD UNIVERSITY PRESS

95, WIMPOLE STREET,
LONDON, W.1.

ts: Messrs. R, J. DICKSON, 113, Ryrie Street, Geelong, Victoria



EPITOME

Of the steps leading to mastery of the element of
FOREARM ROTATION and FINGER-INDIVIDUALIZATION,

For the use of Teachers and Self-Teachers.

PREAMBLE.

So-called “Finger-Technique” or * Finger - individualization” is a paramount
requirement of the Pianist. As shown elsewhere, this depends, physically, in the first place
and mainly on the correct application of the Fore-arm rotational adjustments—that is, upon
the correct timing of the exertions and relaxations of the Forearm in its twisting direction.
Indeed, we see that in this twisting and untwisting of the Forearm lies the basis of all
correct so-called *‘ Finger-technique,” and that the difference between good and bad “ finger
passages ” etc. therefore depends on the correct or incorrect provision and application of
such forearm-rotational basis. Hence, if any pupil (however advanced) is found to be
lacking or unsound in this respect—faulty as to Agility, or faulty as to power and control
of “finger "—obviously the correct procedure must be to get this set right at once by
making him understand the nature of these requirements there and then. Now the most
direct way of doing this is to take him successively through the steps which logicaily lead
to correct understanding and mastery of these matters. These steps have been displayed
in the " Pianist’s First Music Making,” Bks. 1. and II. and also in “ The Child’s First
Steps.” A more concise statement of these steps, however, is now required, for frequent
reference both by student and teacher ; hence the issue of the present Epitome.

It will be seen that the complete process has been condensed into nine steps. Thesc,
with a pupil otherwise “advanced,” can easily be gone over in a lesson of twenty or thirty
minutes; and however bad the pupil’s technical habits, and provided he is not below average
intelligence, he can hereby at once be made to provide perfectly correct and easy technique.
To transform such correct Doing into habit, obviously then depends on the pupil’s own
subsequent practice. If, however, he is found to revert to old-standing wrong habits, then
he himself, or his teacher with him, should again and again repeat the mental-muscular
exercise (or discipline) implied in rehearsing these nine steps.

Here we begin with the simplest process, alone, and then add to it each time a new
detail, until all those elements are included which, together, form the true process of
“finger-touch.” For instance, the very first step consists of sounding a couplet of notes

Copyright MCMXXIII by THE ANGLO-FRENCH MUSIC Co., Ltd.
A F.M.C, 48c.



iii

solelv by “ Weight-release’, with the hand sideways, and closed as a fist, and witiout the
implication of any finger-action or forearm rotational action whatever. The subsequent
steps are explained in due order—an order or routine which I have found the most effective
and practical both for children and adults.

Indeed, I hardly ever now give a “first lesson” without taking the pupil through
these steps; since the pupil is nearly always faulty in one or other of these respects—either
with regard to lack or inefficiency of attention, or lack of freedom rotationally, hence his
exhibition of imperfect technique.

To render all this easier, the following bird’s-eye view of these steps is here given in
their most logical and therefore easiest order. Indeed, so far as Technique is concerned.
these steps form the most practical application of my * Method of Teaching”. Reference
to the text of the two booklets mentioned must be made where amplification of the
directions is required.

THE NINE STEPS.
I -HAND (FIST) SIDEWAYS (OR VERTICAL) ON TWO BLACK KEYS
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The two sounds must be equally oft,and played purely by a slight but sufficient release
of the whole arm, accurately timed with the two keys, thus teaching both Key-attention
and Weight-release.*

[I.-DITTO, BUT WITH HAND HORIZONTAL.

This implies the addition of a slight rotational exertion towards thumb; nevertheless
it must feel as free as before. See page 9 P.F.M.M., or pages 4-5, C.F.S.

1IIL-NOW ADD ROCKING FROM SIDE TO SIDE, STILL PP.
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This forms true “ passing-on " touch—the weight allowed to rest on keyboard must be
no more than for No. L. (pp.). The sounds must remain equally soft, and the weight must
be passed on to each key at surface level—therefore defore it is allowed to be depressed.
See page 12 P.F.M.M.

* Here we have brought home not only the sense of tone-production by weight-release, but also the necessity of Attention
in its two necessary forms: (a) attention to the varying resistance offered by the key—through the muscular sense, and
(b) attention to the timing of the action—throngh alertness of ear. Hence this very first step, or exercise, really includes the
two most important elements leading towards correct outlook, both pianistically and musically ; and it brings home where precisely
is to be found the immediate and most frequent cause of failure. Scc page 7, ** Pianist's First Music Making,"” or page 4, * Child's
First Steps.’”
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IV.—REPEAT THE LAST TEST, BUT AT SURFACE OF KEYBOARD.

This is for more advanced players. The weight rocking from key to key is here
executed so lightly that the keys fail to move down—and therefore remain silent. [t
illustrates the form of Restng required for staccato, and for light Agility passages.

V.—EXECUTE III. OR IV. BUT NOW ADD A JERK FOR EACH
INDIVIDUAL KEY-DESCENT, AND WITH CHANGE OF TONE, THUS:—
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The hand is still clenched lightly as before, and the jerk is provided by the forearm
rotationally, but we now have in combination these two things: (a) the Resting (as in
I11. and IV.) carried on continuously from note to note, and (b) the “added impetus”—the
action individually applied to each key, solely during its descent, to provoke tone beyond pp.
See ‘‘ Step I11.,” page 13, P.F.M.M. Play the exercise quite slowly.

NOTE THAT WE HERE HAVE, COMPLETE, THE BASIS OF ALL
SO-CALLED FINGER-PASSAGES, THE BASIS OF FINGER-INDIVIDUAL-
IZATION, AND THIS WITHOUT ANY FINGER SO FAR BEING
CALLED INTO ACTION. THIS POINT IS ONE TO BE WELL DRIVEN
HOME AND PONDERED UPON.

After this, still using the fist, double the spced of the exercise; and double it again; and
once again, thus finally at the tempo of an ordinary <hake or tremolo.

When applied to an advanced player, who has found difficulty in some ‘‘ finger-passage” or other, this
faulty passage should then at once be referred to, and practised with this light upon it. Probably it will be
found to be cured—and permanently so! If not, repeat the sequence of steps given.

VL.-NOW ADD TWO FINGERS, 1-3, 2—4, AND 3—5.
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And similarly for the left hand.

Note that we here add the individually applied exertions of the fingers to the previously
acquired rotatory actions and inactions of the forearm. See 1V., page 13, P.F.M.M.
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VIL.—-NOW TAKE THE EXTREME FINGERS, PRECEDED BY EACFE
OTHER FINGER IN TURN.
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Do not forget, when playing this exercise with the mofes in similar motion, that the
notalional effects required are opposite in the two hands. Page 5, Bk. I, P.EF.M. M,
or page 9, C.F.S.

VIIL-FINALLY, EACH SET OF ADJACENT FINGERS.
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In VII. we had the adjacent fingers 4to 5 and 2 to 1. Next we practise each sct of
adjacent hingers in turn, with its proper rotatory complement. Page 12, C.F.S.

IX.—PRACTICE OF COMPLETE FIVE FINGER EXERCISES.

These may now be undertaken
—but they can now be properly executed with the forearm rotational conditions correctly
applied for each note. At first show, by an actual movement, each time the direction in
which the rotational element is required, but afterwards apply this element withou!
exhibiting any such movements.

September, 1923,
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EDUCATIONAL WORKS FOR PIANOFORTE BY
TOBIAS MATTHAY

With 22 Illustrations. 8vo, pp. xlii + 328. 10s. 6d.

THE ACT OF TOUCH

IN ALL ITS DIVERSITY.

Musical Times says (1913):

“When Mr. Tobias Matthay first published his work, ‘ The Act of Touch,’
in 1903, it was received with very mixed feelings by the musical profession.
Many scoffed at the mere fact that an acknowledged expert required some
300 pages of closely printed matter to explain how to play the pianoforte ;
others regarded the book as ‘a one man’s fad’ ‘rhich would have its day
and be gone; others indignantly denied that anything could be wrong with
existing methods, which had produced x Liszt, a Rubinstein, a Madame
Schumann. But the wise, even if unable to grasp a tithe of the new gospel
at first, recognised the fact that here was something giving food for thought
and experiment.

‘““And now? The ‘one~-man’sfad’ has within ten short years
altered radically the whole system of modern pianoforte teach-
ing. The Matthay Principles, Matthay Doctrines, Matthay Methods, call
them what one may, are known the world over, and probably never
before in art has an almost world-~wide revolution been accom~
plished in so short a space of time. Truly of art did Schumann
say, ' Es ist des Lernens kein Ende.’”

Crown 8vo. 4s. 6d.

THE FIRST PRINCIPLES OF
PIANOFORTE PLAYING

Being an extract from the Author’s ““ The Act of Touch.” Designed for
School use, and with two additional Chapters—* Directions for Learners”
and “ Advice to Teachers.”

rown 8vo. 2s. 6d.

C
COMMENTARIES
ON THE TEACHING OF PIANOFORTE TECHNIQUE.
A Supplement to ““ The Act of Touch ” and “ First Principles.”
LONGMANS, GREEN & CO., 39 Paternoster Row, London, E.C.4.

Quarto. 7s. 6@

RELAXATION STUDIES

In the Muscular Discriminations required for Touch, Agility and Expres-
sion in I'ianoforte Playing. Cloth bound (150 pages, 4to), with numerous
Iliustrations and Musical Examples ; with a Portrait of the Author.

BOSWORTH & CO., Heddon Street, Regent Street, W
Quarto. 1s. 6d.

THE PRINCIPLES OF FINGERING,
LAWS OF PieDALLING, ete.

An Extract from above.
BOSWORTH & CO.

ON MEMORIZING and playing from memory,
and on Practice generally
OXFORD UNIVERSITY PRESS

2s. net




Quarto, with Illustrations. Zs. &1 net cash.
THE FOREARM ROTATION PRINCIPLE
ITS APPLICATION AND MASTERY.
Sole Agents for Great Britain and Colonies :
JOSEPH WILLIAMS, 32 Great Portland Street, London, W.
Sole Agents for U.S.A.:
THE BOSTON MUSIC CO. (SCHIRMER), 26 West St., Boston, Mass

Quarto, with Illustrations. 3s. net cash.
“THE CHILD’S FIRST STEPS IN PIANO PLAYING

Written for Children, but also for Adults as an Introduction to their
teaching.

Sole Agents for Great Britain and Colonies :
JOSEPH WILLIAMS, 32 Great Portland Street, London, W,
Sole Agents for U.S.A.:

THE BOSTON MUSIC CO. (SCHIRMER), 26 West St., Boston, Mass

In Three Books. Books I. and I1., 3s. net; Book III., 2s. 6d. net.
“THE PIANIST’S FIRST MUSIC MAKING
The Music Material to accompany above, by FELIX SWINSTEAD and
TOBIAS MATTHAY.
THE ANGLO-FRENCH MUSIC CO., 95 Wimpole St., London, W.
Quarto. 1s. net.

THE NINE STEPS TOWARDS FINGER
INDIVIDUALIZATION
A supplement to '‘ The Pianist’'s First Music Making '’ and ‘' The Child's
tirst Steps ”’; and Summary of Techniqus.
THE ANGLO-FRENCH MUSIC CO., 95 Wimpole St., London, W.
Practice Card No. 1. 1s. 64 net cash.
DOUBLE-THIRD SCALES:
THEIR FINGERING AND PRACTICE.
Sole Agents for Great Britain and Colonies:
JOSEPH WILLIAMS, 32 Great Portland Street, London, W.
Sole Agents for U.S.A.:
ARTHUR P. SCHMIDT, 120 Boylston Street, Boston, Mass.

Crown 8vo, with Illustrations, po. xiv + 163. 7s. 6d. net.

MUSICAL INTERPRETATION :

[ts Laws and Principles, and their application in Teaching and Performing
Sole Agents for Great Britain and Colontes ;

JOSEPH WILLIAMS, 32 Great Portland Street, London, W.
Sole Agents for U.S.A.:

THE BOSTON MUSIC CO. {(ScrirMER), 26 West St., Boston, Mass.

Triangle, 7s. 6d. ] Card. 1s. 64.
THE T.M.P.S. PRACTICE TRIANGLE AND CARD

Exercises for Rotational Freedomn, Finger Extension and Freeing.
Sole Agents:

JOSEPH WILLIAMS and THE BOSTON MUSIC CO., as above.

THE PROBLEMS OF AGILITY. 1s 34 net.
THE ANGLO-FRENCH MUSIC CO. 95 Wimpole Street, W.1.

ON METHOD IN TEACHING : A Lecture. 3s.
THE ANGLO-FRENCIH MUSIC CO., 95 Wimpole Street, \V.1.

* These two together form the wodern substitute: for the old-fashioned "' Tutor °
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