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CharTail I

BT ODVCTION

The purnose of this study is to present literature from well-
known comnosers for the intermediate pjano student, describing e:cch
comhosition for lts nedagogie possibilitiss, It was necessary to
determine the musical attainment of an intermediate student accorcing
to suecific problems within his cagabilities. (tirades threve and four
of =several plano methou books were analyzeo ior their pedagopic content,

=

The various problems were categorized for cIatitﬁ and convenlence. A

survey of literature by well-known composers was mace ta,aglect COompo-

D e T

sitions of the intrrmediate level, Iach piece was analyzed and

deccribed using the categnries derived frou method wocks. The
litcrature is divided into four historical periods with a brier
introduction to each, explaining cherscieristics, problems or

performaence practices idiomatic to a specific period,

Need for Study
#iano teschers have the res . onsikility of selecting literature
conducive to musical srowth. ireorge renabb states thet V"ihs tine spent
in teaching the pupil is but a small part of the whole Job of teaching.
The resl problem of finding anc selecting tiie right materisls is

created ty the tremendous amount of materials on the msrket, not by a



N

scrreity of them,nl

Music stande are crowded with new musie, some of which contzin large
letters st-zting the puriose of the riece as that of develoning wrist
strcesto, legato thirde, persllel octaves or other si:ilar technical
feats. These wleces are seldom written by any oif the well~known
composers and often lack musical value. ZXrnest Futcheson alludes to this

condition while discussing Schumann's Album for the Youne,

Nine-tenthe of the "teaching" nieces that flood
the market might be tirown into the trash warrel
without a pang to mske way for that golden
treasury of music known as the Album for Youth.
What a bleseing it would be to rid curselves of
the litter-ature of swine songs devoid of swing,
cradle songs that don't rock, skating pieces,
propguns and what notl These zre true teaching
pleces in the sense, that they are written to be
taught, not pleyed.

¥eNabb also states that improper selection of teaching matcrisls
is one of the greatest contributing factors to students whg “heve not
the slishtest idea of touch, tone, phrasing, interpretatioﬁ; ﬁemor;,
or anything connected with fine olanism. They display deplorable tzste
and lack of bclance in repertoire."3 In an article discussing
standards of plano teaching, :obert Pace comments on the varying
aqualities of teachers, He sacly recognived the fect that there are
those teachers who know only a few trite "teaching rieces.” he

describes a good teacher as one who knows tlat assigning 2 succession

k:enrge Mekabb, A felected List of (iraded Teacklnv Haterial for

the Piano, ed. iuth Watanabe (fochester, N.¥. hestman School of
iusic, univereity of woc’*mter, 1952), ». L.
érrnest Futcheson, The Literziure of the Piano
(tiew Yor:e: Alived A, Knoff, Inc., 1948), p. 10
3ieorge ¥cNabb, 0p, cit. ». 5.
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of “"tesching nieces® is not a valid zonroach to pleanc teaching.* Beryl
.ubinstein likewlse laments the use of the povular ¥teaching piecc.®
le sdvises the use of icod litersture and feels that in wurie¢ of real

rth students will encounter works which take in »11 "attributes of
musiclensirip anc all brsnches of nlano technic anc the uvltimete poal,
the discernrent of ®eauty in musiec. The music of the masters is good
teaching material because it is good sasic,t? McKebb states, “Oripinal
music by the masters shoulc be presented ag scon as the student is
tecinicslly and rmusically able to cope with it. The benefits are
incalculable.*® uth slencegynska notes that the virtuoso and the mest
inexperienced student work with the same raw material, the printed
score. 1t is essential to "give the bydding masician & reliable set of
tools snd to spark the love for music and ﬁﬂglaéiifd toiéommunicatc.“7

It is often difricult to find original compositians. ky.the nasters

which are within the student's playvinge ablility. It has been stated
thi t worti:while literature is s positive fsetor to good musical

development and bad literature produces negative efiects.

P .

“obert face, "Stendards in riano Te:ciing," Husie vournal
(19¢1 _Annual), p. =,

SBeryl Hubinstein, Qutline of Plano Ye.azoy
(New York: Carl rischer, Inc., 1936), p. L5.

¥cNebb, op. cits po 3

7:uth Slenczyneka, kusic At Your Fingertips
(ew Yori: Doubledsy & Co., Inc.), p. 12.




CREAPTFR IT

DEFTHITION OF INTE-MEDTATE

There 18 much ambiguity concerning the graaing of pianc literature
with numbers, letters, and words.

There i8 no uniformity in the grading systems used by
publistiers, Some use a iride 1 to 1U system, some &
Grade 1 to 7 system. &till others list material under
such classifications as very easy, easy, moderately
easy, woderately difficult, difficult, very difficult;
or elementary, intermediate, advanced intermeciate,
moderately advanced, advanced, etc. rublishers and
individuals do not asree as f their various reascns
for their grading decisions. (me Getermines the grade
by the variance in the tecimniecal difficulties within
& piece, or by the most difficult passage; anplher by
the variesnce in the technical problems and the myjsical
content of the piece. Some take into consideratlon the
needs of the aversge students, personal opinion,
Judgment and experience.®

The term "intermediate” in this paper is used to denote a particular
level of musical development according to srecifiic problems witiin the
sturent's capabilities. It wac found in & survey of piano method boeks
that this level tends to correspond with grades three and four in most
boolks and grade two in a few rare instances. The booke surveyed include
the following:

1. #ichael Azron, Piano Course, Grades Two and Three
2. Helen Curtis, Fundamental Piano Leries, bFooks Two, Three and Four

arcﬂabb, Ops ¢it. p. 1.
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3¢ Angela Diller enc Elizabeth uaile, Third Sele Fook and rourth
colo Book

4e Bernice Frost, At the Pianp, Fooks Two, Three and Four

5. ¥ark hevin, Piano Couree, Book Three

6. John Thompson, Modern Course For the Piano, Books Three and }our

7. Bernard wWegness, Plano Course, Book Three

To further clarify the term intermeciate, & classification was mate
of the probleme involved in these Looks. Four categories were ciosen to
classify the various problems. They include teehnique, reading, rhythm,
and interpretation. Again there is ambiguity and disagreement about the
meaning of the above terms. OSome would claim that technique in the broad
sense of the word, "embraces the whole mechanism of performence « o o
but in a more narrow sense, means the "« . . 8kill in the physical move-
ments wiilch are necessary to produce the desired results."9 Another
author, Sidney lHarrison, states that “rhythﬁ;“éXPreSSivéﬁesa and
interpretation, and so on are so bound up with techniqyg,ihgt one cannot
geparate gesture and emotion.“lo

The author of this paper; being aware of the interrelatedness of
these various aspects, still feels thiat a clascification is necessary.

The following definitione from Harvard Dictionary of Fusic will indicate

the meaning of each term as it is used in this paper.

Technigue is the meechanical skill . . . in the mastery
of an instrument, the complete cooruvination of all the
bodily movemente required.

khythm is everything pertzining to the temporal
quslity (duration) oif thke musical sounde.

9Clarence G. Hamilton, Piano Teaching, Its rinciples and Problems
(Foston: Oliver Ditson Co., 1910), p. 56,

10sidney Harrison, Plang Technigue (London: &ir Issac Pitmen &
SODE\, Ltodc’ 1953)’ Pe 3;0




Interpretation is the personzl and creative
element in the nerformince of music.t

A fourth catepory, reading, was acded. YThere are some nroblems
which are inherent in the musical notation, The difticelly does not
lie in the execution of them, but rather in decipharing tie novational
devicee employed by thie composcr. Trhe profuse use of leger lines,
eccidentals, ties, etc., confuses the eye until Yariiiarily vroduces
comprehension at z glence. roken chord accompanyinyg figures and
runniny note passages are orimarily technical provicms but Lhey are more
ensily executed when recognizec as seguents of « Tamillar chords In
discuseding his complicated theory of Ideo-Kinetics, Eonpensiere
deacribes reading as a definite part og_piayo attainmcnt.12 Julia
Erourhton classifies the provlems in the féiidﬁiﬁg wa;:’lrhythm,
fingering, exprecssion and right notes.13 P compariaon:can be made with
the terms chosen for ihis peper. ahythm has been so—d&ﬁe&;ifingering
has been classilied as technioue, expression has been termed intere
pretation and "rigrht notes" has seen broadered to reading.

After choosing four critegories, it was ouite obvious thet eertein
riepnistic c¢ifficulties could be listed under more than one c-teyry.
Fer erample, realizatior of an ornament could be listed uncer all four

categories, For the sgke of brevity the ditiiculty is listed under that

1194111 Apel, ed. barvard Dictionary of ¥usie (Camoridge, Mass.:
Farvard University Fress, 1960), pr. 733, 640, 359.

1214ini Fonpensiere, Hew Pathways to Pieno Technioue (New Vork:
Philosophical library, 19557: p. 115

13guiia PBroughton, Cuccess in lieno Teaching (New York: Vantage
Press, 1956}, p. 3C.




catevory to which it ic wmost related, If an ornament occurs in o
situation which recuires finger facility it is listed under tre
category of technique raetlrer than the other three cstegories. Simdlar

disnoeiticn has been made in like situations,
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Scrlde

l. A1l major and minor keys

<o Thumb crossing undser fingers
2

3. Fingers croseing over thumb
L, Chromatic pas:ss

7es

5. Finger substitutione, extensione anc¢ contractione

Ce Agility in rapid nassrges

7. Crossed hands

8. Interwoven hand pagsages

9. Ornamentation

3, Grace notes and apropgiatura
be Turns

c. Trills

d, Various Bzrocue ornements

Chords
1. Broken
a., Alberti bass
b. “olleqd
c. Arpeggios
d. Crossed hands
2. Bloek
a. Triads in various rh;iims
b. ¥oving parzllel intervals
¢. Six and seven note chords

Fedal

1. Markings usually siven
2, Syncopated pedaling

3. Irrepuler vedsling

L. Una corca

Touches

l. Forearm staccato
Ze Finger staccato
3. ¥Wrist staccato



L. Legato

5. Legato apainst staccato

6. Portato

7. Slurs

%. &lure into staccato

9., 8inging tone
10, Similtaneous notes of diiferent values
11. Esphasizing top note o chords
12, Emphasizing inner melodies
13. Controlled emm weight
l4. Light and heavy accents

IT. Heading

A+ Hange
1, Lezer lines
2. 8va
3. Three staves
+« Cne hané written in both clefs
5. Ties

B, Yev and Tonality
1. kecognition of chords in block and broken foru
2. Gecognition of intervalsz
3. Churomatic accidentals B
4, fecidentals resulting from modulations
5. Contemporary haymonios

171, <hytho

4e Pattemns
1. bDotted eighth and sixteentb note patterns
2. Quarter notes against eighth note "sceompaniment
3. Sixteenth note patterns with accents on second and fourti:
beat
4. Triplets
5. Change from trinlets to dotted eighthis and sixteentis
6. Five sixty~fourth notes on hali of besat
7. Thirty~second notes
8. Sixty~fourth notes
9. Triple against duple
10+ Rest of all kinds

Be Kinesthetic healigations
1. Syncopation
2. Natural rhythmic accent and flow

IV. Interpretation

A, Markings
l. Temmpo indications in Italian
2. Dynamic indications in Itazlian
3. helodic shadiny
Le Drnarentetion
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B, tMusical Types
1. Dance forms
a. Walte
be. Habanera
c. ¥agurka
do Gigue
e. Minuet
{+ Polonzaise
7. Husette
h. Terantella
2. Various forms
a. March
b« kociurne
¢+ Inpromptu
d. Folk songs
+ Chorale
3. Analytical forms
a., Sonata
b, ondo
¢e¢ Pinary
d. Ternary

C. Artistic Cousideretions

Je Fhresing

2, Distinguishing nelodyr ifrom ac@umsariiment

3. Felodic ghadings snd nuances

Le Continuity of line

Careful study of tipes o problems and situctions which the student

encounters in mettod bocks warn followed by 2 collection of original
pieces by well-known composers. These rieces were chosen to meet the
problen of the intermediate student. Iowever, situdents have individual
needs and limitetions and may react difiersntly to a partieular plece,
Some characteristice of the selected wusic can be »rredicted as pogsible
preblems and these ere listed, ther descriptive matericl is incluced,
not as a problam, vut as {further enlightenment into the character of the
miglic, Some pleces werc chosgen oy techaical advancement while others
nay primarily increasse ability and knowled:ie or understandinz in the areas

of rhythiz, reading and intervretation. & coneluding statauent lists the

waln nedagogic value of the ;plece.
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The pleces have been classified accordini; to the tistorical period
in wiieh they were written. Each group of oleces 1s preceded by an
introduction to the period explaining charscteristice or peritormance
practices of that period, ithen available, quotes ¢re given absut epecific

CONOSers.e



CHAPTLE IV

INTRIDUCTION TO BA-GUUE BUSIO

¥any daztes are given for the Baroque nerioed. Hugh Miller, in his

Yistory of Jusic, Jeclsres this perdiod te be belwsen ihe yosrs of 1400

——

and 175G, wihile other historians begin it 2t the last thira of the 16tk
genturye It is GL7licult to clagssify an nlstorical veriod aceording to
exact vears and more feaeible to claseify it eccording to cerisin troasd
charagterisiics thni wers monilested in muslieal rerformance,

Baroque mucic nao been described =s charschterized by an over-all
grandeur and a:c snectacular music, highly ormnamented and with rany
ccntrasta.lh

There is pmch uncertainty aboul the performance of Barocue music,
meinly because: em

It was the poliey us include not, as we do, as mucn

as postible In the written notation, but as little

as pogsiblies It was a convictlon that wheveas notation
is fror: ite nziure rigic, music is expressive and
flexible; hence ever; subilety whicn can be left to

the tiéi”“d imazinetion of tlie pexformer is best so

left.

Frederiek borian, in The history of Kusic in Performence, explains

the scercity of markings, esvecially those of phrazsing; by the fact that

lhﬁugh ¥, tiller, lictory of Music, (New York: Darnes and Hoble,
inc., %253), pe Gl
Robert Domnington, YEaroque Interpretation,” Gruves Dictionary
of dusic snd Pugicians, ed. Jxic Bloom, I (1962), pe 445,

12
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the comucsers generzlly performed or supervieed the performances of their
own ccmnositions. In other instances, the interpretation of the parts
wae 1left to the discretion ef the pleyers who were d¢ uss thelr instincet
ant rmsicsl common zense to phrecze currsectly without signe or svmnols.lo

There is no infellible ;uide for cdeeiding the correct performence
practices of this music, 108t susgestions emphasize the nesesslilty of
study 2nd resescrch and finslly the devendence unon a carzfually edited
BCOrA.

several general rales sad principles can be ~iven s an aid for
minil and teacher in perforuing this masic, 7Th should te noted that
different countries and cowcosers had varying nractices at ons nap-
ticular period and theze suscifice changed wils the pascing of tine,

Soncerning fingering prectices, it can be sald that preclse finger
work was prefe.red osver hesvy Jrict or am action.l7 Tn.Gernany and

It2ly the thumb was rzrely used and the resulting crocsings of [ingers

roduced an up-baal slurring of palres of notes in sesle passapes. In
England end Spain the thumb was used mors frecly and resulied in on-tlie=
beat glurring of the sceles. XNeiiher style [avored the even leuzato
wriion is preferrad todoy, belodlc 1ines were broken uwp into Litile
unite of two or three notes od running passaces musi have heen vlayed
more slowly and "lumpily¥ than their notation supzests to the mocdem

plaver. fHippling sccles and smooth broken-ehiord pstterns of the late

18tk and 19th century style were neither possible nor adrired in exzrlier

lofﬂederick Porian, The History of Furic in Perforuirce (New York:

We %._Norton & Co., Inc., 194Z), p. 163.

4

3‘7}'\150}1"50“ s O cit, Do e
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times.l8 It should be noted here that conbemporary criteria do not
encoursge uneven scale execution, although logical phrssing would be
condonec,

A crispness af tone is considersd & neceseity lor much Paroque
rusic, Articulation is usad to denote emphasis of attack and interpoesed
silence between the notes. Light accents which givs a&n ensy but pointed
flow are considered desirable. Uhere is 1ittle place for heavy accents,
such ae mareato and pescnte, except for very suecial effects. It has
been sugrested that a sli-ht silence or a near-s:ience may occur between
every two notes. Theve must not be 2 complete breask of sourdd, which would
glve a disjointed effzct, but rather a special ericuness peculiar to
Rarocue misic, Conversely, there are contexhs which reculre a true
lepato. A silence of articulstion can be used before synconuted notes,
the syncopated note being further siressed br some degre¢ of accent,
The silence of erticulation should be iwre pronounced beiore the beginning
of nhrases, either robbed from the precedins note or being added without
measure to the time.l9

Phrases shoiuld be inflected according to their own natural veaks
and stresses, Paraque authorities wern us not to accent mechanically
each note at the hesinninz of a measure.zo

Dynamies are most stvlistically trested when sudden contrasts of
tone are used rather than elahorate shading. Contrasting dynamics between

sections iz a well-known Baroque practice. Frperts wern that ceep feelings

18rhurston Dart, The Interpretation ol lusic (Loncon: lutchison
University Library, 19¢0), pe 13Z.

19Donn1ngton, on, cit. ppe AL9-L50.

20Tbicey Do LhbTe
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of passion shoulc noi enter into the siiple expressiveness and vy . est
that dynarics starting at a light =<zndssine should not eceed & nocerate
forte.

Zxpression and mood of the mmusic ie one of the more ditiicull aspecis
to describes It is uncerstood that one must avold iuposing stylisti
expreseions of another period on this music, cspecially th.e enwotional
spirit of the itcmantic erz. The early composers wrote for the crurci,
stace or chamber and expected the periormer to be able to apprecistie
wirlch piece was meant for a particular occasion. For the theater, tue
style was veried; for the chamber, the sBtyle was delicate and finisheds

for the church,it was moving anc grave. words such as Andonle, Creste

~
L9

anc filiegro were diverscly applied to different kinds of nuuxc.r Agedng
it i# necessary ifor the nmsician to determuine, after careful consider-
ation, the correct and most musical interpretation in keeping with the
Berogue tradition.

The use of the pedal in Baroyue music is controversial since the
instrunents of the time did not hwave the sustelning power of the iodern
pisnc. hosBalyn Tureck rewrinds us that the claviciiord and organ wece
botlh eapable of sustzining tones sd producing a tirue legsto. Dhe advisse
t-e use of the pedal as "a refined aid primarily for connecting contra~
purtel lines in legeto, and occasionally for expressing certain musical
subtleties in varying the qualities of sonority betwsen sustsined and

detached tone."23 Ehe also warms sgainst using it as a erutch for finger

Pl”utehe&on, loc. git. p. 13,

5 “Dart, op cit. p. 73

thsalyn Tureck, An Introduction Y6 the Performance ol Bach,
(Hev York: Oxfor¢ Univers ity rress, 1960), po 6=7. o
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legato or quantity of tone. Wuality of tone can be enhanced by thc cone
trasts of the una corda pedal.d

The post bothersome asgpect of Harcgue susic is ornsmentations It
is essential to understand the function of ornaments. Some ornaments
may be considered frills and extraneous to the melody and text oi tre
mueic, Others are intricete parts of the melody, harmony and text and
should be treated aes such. Josef Hofmann stetes that the instruments
of the early 18th century were characterized by tones go thin and ~f such
short duration that the comnogers and playerc had to resort to tricks
to produce the deceptien of a prolonged tone. They had & method of
moving the finger sidewsys upon s key after it was struck, producing a
vibrato. Hofmann feels that since it was the fashion of the time to
aver-ornament everytbing from architecture to dress, one should question
the neceasity of retaining the superebundant embellishments in their
entivety., e feels that we stucy anticue works “for tﬁeir masicsl sub-
st-nce and not for the seke of geegaws anc {rills which were either
induced b the imperiections of the instrument‘gr by the vitisted tazte
of the times."22 BIt is & cifficult and resconsible trsk to cetessine
what to ret:in ond what to discard. Tiils, to a lsrge extent, nust depend
uron vhat part the ornsment playe in the nelody of the comrosition,
whether it is reslly an integral part or an artificizﬂ.excrascence."26

Conversely, Thureton lart, in bhie Interprebotion of Fusle, wams

thod, Peven though ornoments on the harpsichord hsve a snap and slitler

which they cor neve: | ove on tie idano, they ors an lmortant part of

hrpia.
23 Jmnes Froncie Cooke, Great Fianiste on Fisno Floring, (Philadeliphia:
Theodgge iresser, Co., 1917), n. 1k

——
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tiie texture and planists who eliminate ever) ornament cre €eiyins the

)
wisies of the eomposers of this period.“‘7 tutebeson glves Lhe cruue

2

shoule be noted that

quotstion of PWhen in doubt, leave 'em out.t It
this avthor is not advocatinz? a vielation of Parocue practices and further
savs that "Correct musical instinet and sound Judment muat always decide
the interpretation of the various ornements, for Bach evidentally moved
wit} considerable freedom in this field, whieh in his time, wa: in no
amall confusion." ke states thiet he does not encourage careleszness or
mere caprice and recomrtends an understanding of orniz:entation.<>

In The Planist's Problemg, Newman sugyests the liarvard Diectionary

as ¢ reliable source in illustrating each ornament.. He gives twc genersl
rules whlech appnly to early ornamentation,

1. Trills in the music from Bach to Momart generslly
berin on the upger note and the beat. It may beyzin
below the nrincipal note but rarely on the note
iteelf. :

2+ Appogyiaturas begin on the bezt ank! receive part of
the velue of the rnrincipal rnote. Two rules that may
be helpful in determining the length of the aprogelatura
are: a, Give the appog,isturaz its written value, b. rive
the avroggilatura hali the value of the principal note -
unless the letter is dotted, then twe-thirds of the value.<?

It would be irpossible to describe here tie various ornaments spe-
dfies1ly, for many books have bren devoted to their explanation. ihree
particelarly sood books on PBarocue ornementation as well as performance
prictices are:

1. Co Pe 7o Bauch, wsBay on the True Art of tlasing Keyboara

Instrupents, Id. by ¥Willdam ditehell, New York: W. i
Norton & Co. Ince, 1242,

27Dart, ops €it. Pe 75

““Hutcheson, ope Cit. pv. 45-i6.

=70i113em Wewman, The Pianist's Froblans {New Yori: FHerper end
rothers, 1956), »p 10G=101,.
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2. Arr:516 Lolmeisch, The Interpretetion of the busic
of ¥VII and XVIiI Centuries, [onden: Oxioxd
tniversity Tress, 191€6,

3. “alter Fumery, racl'e mamm ts, London: fiovello
and Co. Ltd., 1957,

Teascher and student nust depend unon research znd musicsl intuition
plus geoo editors, Ywho bave congeienticusly indicnted the comioser's
probables wigkes, The performier mmst then be rure i:is interprotstions of
trhe sounds are idlomatic and sitylish according to the clrcoumstsnces in
whici the music wers writton.“3g A consolation can be foand in the
reslization that "there is uruelly not one soluilicn, but & choice of
solutions witiin certain linits, the problem [is] to find the test one
for a porticulsr context of mclody, hammony, rhythm, tempo, wood, and

technique-"jl

BODart, ops cit. p. 166,
Inewman, 2p,_cit. p. 102,



PRUVSENTATTON OF COMrPOSITIONS

FROM THE BiCLUE PEAIOD



G

Polonaizse in G Minor
Je S« Bach

Eachniggc
» Parallel sixthe and thirds in an eightic note and two sixteenth
note pattern aml consecutive el hih riotes in moderste temyo
?+ ®ise finger planning needed for emooth connection of interwal
rmovetient
3. Indepencence of hands especlally in mencures thirteen tirough
seventeen

_eacing
1. Tlear
2. feclicentsls

fhythe

1, Left hand rhythmic paittern of eighth, two sixteenths 2nd another
eighth note which is finished in right hand by two sixieentls,
an elghth note anc an elebti rest in seasures nine and ten-—
retutres an awareness ol nulge

2+ Staultaneous notes of dilterent values in one hand, eompliceted
by alternaetions between tha inner line notes being held while
upper notes 8re played and on the next best; upper note held while
the imner notes are pla;ed in measures thirteen throush: eeventeen

Interpretation
l. “esognition of the festive and stately mood of the ~eloneise with
its sbhort motives
2. Aceurate nhresing, espeeially in the first and laet section with
eltermatina segments between the hands
3. Slurs within phrases

Pedagogic Value
1. Consecutive sixths anc thirds
2. nealization of ties and simultaneous notes of diiferent values
in the same hand
3. Awarenese of the polonaise's eneryetic rhythmic pattemn

Sourcet Johann Sebastian Bache Little Note Fook fov Anna ¥remalena
Bach, pe 62 (New York, sawin . ¥almus, 1949).

P e




Pavana
John Bull

Technicue
1. Scaler rune compliceted by leaps of sixths, ninths, and tenths.

in sixteenth note patterns

2. Hepeated notes intermingled witi: sixteentl: note runs

3. Short runs of four notes covering the intorvels of ¢ seecnd ox
third

L. Left hend fifth finger holdinys & "dY while otrer fincers play &
pattern beginning & Tifth above and ruming o the ¥e* and back
up, recquiring muscle control {(meurure eleven)

5. Block and broken chords witn inner woving parts

&

Zleading
1. Extended ber lines grouping movre than four counts in the first few
measures
2. Ties

syt
1. Dotted eighth and sixteenth note pattern against four sixteenth
to be differentiated from dotted quarter end an eighth note
against alxteenths
2. Awareness of the pulse needed from first section to second section
3, 0ff-beat entrances-——sixteenth note rest with opposite hand playing
the downbeat

Interpretation

1., Form of theme snd varistions typie:zl of this perioud: PA" presented
in key of C end varied by & running note passage in key of G, "8*
presented in kev of U and varied in like manner in the same tonal-
ity and *C* presented in key of ¢ and v ried in G. (Composers
influenced by ecclesiastical modes ratier than keys but tonal
relationships can be seen)

2. Awsreness of the pavene, a 16th century court dance

3. Oprortunity for interpretive contrasts between sectiona

Pedagoric Value
1. Finger facility and tone control in long runs in slow tempo
?. Interpretive contrasts in a sectionslized form

Sovrce:  The Fitzwilldiam Yirginal Book, Vol I. p. €2,
Jde As Tuller Faitland and k. Berclay taquire, ec,
(Kew York: Dover Pub, Inc., 1963),




Prasliudivm
william Byrd

Technique
l. Left anc right hand finger facility in close scalar mus
resambling a turn {Bix notes coveriny the loterval of o thirg
and fourth)
2. iHands clese tozether

Leading
1. Leger lines
2. Left hand in both bass and treble clef

Kivhim

"7 1, Four notes to 2 beat chenging to eight and later six to the beat

2. Simidtaneous notes of different velues in same hand-fifth finger
of either hand held on heli or whole note while eighth and
sixteentlis are played with the other lingers

Interpretation
1. Selid tone on chords and slow moving notes in one hand whils
other hand moves quickly over rapid note patterms
2, fung #lternating between the hands demanding a continuity of tone
and line )
3. Simdation of the erisp and brilliunt effect idiomatic of the
virginal

Pedapogic Value
1, Steadiness of pulse curing various rhythmic pattemns
2. Tone control of long sustained notes agrinst rurning notes

Source: The Fitzwilliam Virginal Book, Vol. 1, 83,
Je A Fuller Maitland and W. Barclay Squire, ed.
(New York: UDover Pub., Ine., 19¢3),




Carebands
Arcsngelo A. Corelli

Techaigue
1. Connscting large chords and filled-in octaves
2. Lecato angd slurvred octaves

Heading
1. Accicentzls

Rbythm
1. Left hand eighth notes against right hind cuarters, hali aotes,
and dotted quarter and eighth notue
2. Simdtaneous notes of differsnt vslues-~~notce held for
two meesures with: right hend thumb while melody ie played by
other fingers

Interpretation
1. fiecognition ef style of sarzbunde as a plece of slow and dige
nified expreesion
2. ealigation of largo tumpo
3. Tone control en susteined notes
L. Observance of four messure phrases in a slow tempe

Fedagogie Value
. Interpretive skills demanded in maint:ining slow tempo
2. Control of sustzined and exprescive tones in phrases

Source: Arcangelo Corelll, 24 Pisces for ihe Piano, Vol. I, 0. I,
(New York: FKawin F. Kalmms, ned. ).

The publisiers of the above edition do not give the czcurce of the
collection. In a blographr of Corelll b» Pincherle, the author listis
the verious transcriptions that have becn made for harpsichord, piano-
forte, and clevecin., It is impossible to determine the exact work but
it is possible that they came from some arronrements about whieh is

said, "They nresent wreat interest from the point of view «f the arringe-

ment in that the part for the keyboard is fully realiged . . xS

32yare Pincherle, Corelli, His Life, lis lLiork
(Mew York: We We BOrtin & Goa, INCe, 1956), Ps d7.
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Les Petlit Fouline a wvent
(The small wincmille)
by Francois Couperin

Technicue

1.
26

3.
Le

Je

fealar runs in both hands

Sixteenth note rhythrde patterns similtuneousliy in both hands
wit) non=parallel movement

Finger exercise~type note pattern in sixteenths where seversl
notee altermate witl one

Leap of a tenti1 in a sixteenth note running pstiern

Left hand octeves moving in cuerter notes against iurning
sixteenth notes in right hand

6. Hands unuesually cloce together
reading
l. Left hand abrupt chanze from bass to treble clef
2. “epeat si;ns
3. First and second esndings

shythm
1. ‘hytkmic vatiam sisheenth zpainst elshth nobtes in onposiie

Ze

3.
Le

hand -

¥ost entrrneces on the neceond bext in § meber

Entrances of the left hand on the last sixteenth note of the
count

Natural rhytitmic aeccent

Interpretation

1.
24
3.
Ih:
5e

lightness and clarity of sound

Awarsness of binery form with its kev chan'es

Secuences at different tonal levels

Varying touches

Understanding of phrase strueture (changing rhythaic passaie
motion to Le u=ed as 3 hasis for jJudging phrase length)

Pedavagic Value

1.
2

Finger freility and hand independence
Understanding of phrsse structure

Sourcer Francois Couperin. rieces de Clavecin. Livre 3

(Iondon: sugener Lid., NeQs)e
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Sulte T
Henry furcell

1, =irskt hand sixteenth: note trill-iike fisures in Admand
2. Botr honde broken chords in eighth notes in Prelude

3. Guick hand pesition chznges in rrelude

he Teft hoand parallel thirds in Hinuet

1. lLeft hand written in both bose and treble clef
2. Leger lines :
3. Time sirnatures desisznated as C, ¢, sng 3 for 2

ihythm
1, Eighth note rovement 1 rirsht two piecer and cuarter note in last
two

2¢ In Almand sudden switceh from quorters and eighths to siziteenth
note pztiemns

2. SimAtanesus notes of different valuee in the same hend,
demanding notes be held for precisely the right amocunt of time

Interpretation .

l. Hecognition of a 176h century sulte and its individual dances
a. Prelude as introductory niece
b. Admand in moderate duple time with short running figmues
c. Corant with subtle texture and shiftineg melodic interest
d. Fimuet, delicate with graceful dignity

2. Melodie iravments alternating between hands

3. One nete melody in the right hand to be erphasized over moving
parslle)l thirds in left hand

4o Need for clarity of tone and ability to stress ilmmortant part

redapogic Velue
1. Acquaintance with an entire sulte
2. Execution of changing rhythmic patterns

Source; Henrw Purcell. Ory;inal ¥orks for the Harpeichord,
Vole. I, ppe 5-7, Willinm Barclay Squire, ec.
(London: J. & . Chester, Ltd., 191&).




Les Ten:ircs Plaintes
(The tender compl~ints)
Jearn Prilinne ilomesu

Technique
1. Teft hand moveswnt in eighil notes witl patterns reculring
anger facility

2s HAzht hand ornaments

3. Co-ortanative problems between hands

ke Toft hand four and two nate rhroce proups

5. Slurs in left hand reach the interval of a tenth

“*-l. Leger lines
Z. Left hand in botlh treble and bvass clef
3, Ties

Thethnm
Rhytlm constant with eighth note movement in left hand and
quarters and hslf notes in right hand

Interpreatation
1. feccognition of Brrogue rondeau form with mnin theme, couplet
o1 alteration of theme, rciurn to theme, 8. section in the relotive
major and the finzl return to the theme
2. long melodic phroses baving slurs within
3. Hight rend melody over moving eighth note left hand accompaniment
4. Need for elear articulation

recazogic Value
1. Aequaintence with Barogue rondeau form~—opportunity for inter
pretative contrasts between sections
2. FTinger Uacility in pleoying ortirumente and slurs

Source: Jean Phillippe :ameau, Pieces De Clavecin, p. 3¢,
Durand & Fils, kc. (Fhiladelphiat: Xlkan-Vogel Co., Ned.).



Sonate in C Hinor
Antonio Soler

Te Scelae runs in cotted rhytlms, triplets ond a Tew siztecntis
2. Parallel tiirds anc zixths

3, Sustained notes

L. Slure and porteto

<. Fany accidentels, gensrelly in a momentary koy change or fiul-
filling minor scsle principles

Uk Y‘tim
1. Change from simnle rhythe wlth cuwsrters and coited guariers and
eighth rotes to four sixiaeenth notes on the Tirel Deal, followed

by a half note and ocuarter note (eizhith measurs)

2 Sudden cicnge from tws messures of dotted eizhiths wd sixbteumth
notes to triplets, requiring an awarsness of pulse

3. Triplet nattern ending with one eizhth and four thirty-gecond
notes on the fourth beat

Le Syncopation using elsihiti motee ing ties in the right hand and
ouarter notes in the left (meter 5)

Internretation

1. Cantabile style

2. Second scction an indtetion of the first. oxcept it wanders
through scvoral lkevs unt?!l it returns to the oriinul key
(Tynical of composer's binary form)

3. Introduction of new themstic ldeses demanding interopretive contrasts

L. Need for aduet-like tone balance between the pands in imitative
sectione altheush moet of plece is solo-accompeniment style

Pedagosie Value
1. Rhythmic vari~tion recuiring an awereness of pulse
2. Tone quelity control in cantible style

Sourcer Antenie Saler. Sonatoe for Plam, Vol. T, pe 12

e

Los IDY Y “y )
Frederici ¥Fervin, ed. {New York: Nills rusic nc., 19575,



CHAPTER V

INTRODUCTION TO CLASLIC MUSIC

The music of the Classic period, dating from 1750 to 1820, ean be
generally described as objective, showing emoticnal restraint, reiinement,
polish and a certain amcunt of euperficiality. The form of this mmuaic
reveals careful belance and symmetrical mroportion. Kkelodies are
characterized by a2 new individuality and are often folk-like in their
clarity and simplicity, in contrast to the long lines and figurative
styleg of Baroque polyphony. Phrases tend to be shorter and more
regular than those of the Barocue period. Dynamic shading becomes
important as composers began using the cres@endo and diminuendo.

The following quotations may further clarify the characteristics

of this music. Hene Tischler, in The Ferceptive Music Listener, states
that one will fin¢ neither excessive seriousness nor boistereus hilar-
ity sinee neither tragedy nor comedy ro to extremes. "A fine balance
is brought asbout between melody and &l gnificant acceompaniment, between
expressive leading voice and inconspicucus, but masterly polyphony,
between even tempo and meter and ever new rhythmic-melodic varlants or

dcvelonment.“Bb Kathleen lale describes classiciem in music as Ythe

gtane Tischler, The Perceptive Music Listener (Englewood Cliffs,
Ne Jdet Prentice H&ll, Im.':., 1963), Do 120.

28
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oubcome of the commoser's objective ~uwiitnde of mind towordds his orty
of hiz intention to lay emphasis on periection of form rather than on
intivzer of expression and of nkis poramount feeling for symmetry s

oy VL ol gmer g g~ g3 teat TOe wagsiosd J N R T U S
halanae., e CommoGer RL2T NLE el L. eCy OF maslOldl UL abnBe

LM

here are & fow pener 1ities abovt perforeencs practices o0 il

peviat, Tt rmust be enpheasived that nol evew strlesmont aboul clssciu

ey e e ~ [ T LN RN I A 1 . - . & . .2 T e ehev
chinvnetarls sppdr o to eech speelilic eomuoner or 1o 211 of any

one corvwser's auzic, The lober compotiers, espueiislly Besthoven aud
Semivert will exkbibit charaoterictics clgressing from the "Lypical”
classic Lraditlion,

Tone production must be consicersd in relotion to the concliiiiies
of tre instrument for which the composger wrote. "The enrly planoforte
sng rarpsichord broupght atout z stronger finger cetion (Jroa the
wnucklejoint with curved {incors) oned hend action Srom the wrist for
stagcato wnr!x:.":”é Even trougzh this caused & blgper sound than trne eorly
elavecins and virsinals it wan not the full soncrovs sound of our Sodern

e

pianc, 8 fact which shoulc be conpldered in perforndn; wirks oi ihis

ks

Deciding ¢»rirect tenpy for eclaselc music 1s .difficult sinee Italian

wordes such 28 Allegye, Andante, ete. were not standardised snd had diifer~

ent connotations to incividual composers. lieeearch imto 2 speciiic
composerts practices is the most reliable procedure for plasing & beupo
at correct spced.s In a study of Haydn's piano sonatas, iU was siown

how tempo could be derived from considerations of the Italisn indication

35rathleen Dale, Hineteenth Century Plano Musie (londen: Oxford
University Press, 195L), pe. 10
6COOk€, QE. th. p. 3‘.3.




97
by the composer, meter, passage woilc sn pulse unit. -l

Ornamentation was not used as profusely curing the claseic period
ar 3r: the berogue era, Generally the ornaments which do ocour, unless
indicoted specilicnlly by the composer, should Lo pselised Lo dhronce

* . Lo ogm S N
Lo Laronue procbloes.

A R S PP SR S P 33 ST

Ao comments have Leen found wilol reveal speclfie charactsris-
Lm0 R et e Tl g e s e T R Tt B R A DE TE T DT ST S B
LACL Gl OGEVIGWLL ALl CUIRRRCGErD. o dad 2L 00 GEY R IS

clavier works zre lnvaluable for the culdtivetion of clarivy ol siyle,
- gurem e T} - ]338 € L o g e
accusacy of detall and delicacy of touch. Vercy Scholas states

thet Doydnts ousle Do liphl ane tuneful althouyh nany haydn

"f
senorh Lhe compozer's abllity Lo express gres: awbion. 39
Tu Vozart, &1l the lovellness anc magle of wusic are conprehended,
pever has melody cushed Torth from 8o exbouptless o cprilile Hover

};,{7 ¢

have foia oane sbyls ween oo suvcasely cltialned. 12

in dmade directions of forte, plaw, sliisends arxt crescendos of

N s

kP ] e o z -~ - L N o e g = et -
ionassineg fortissins, sal 1ong Crescondos wers old

shorh duration. i

Lrvesetical on bhe dinstroaments of Lhe tiuee  Llurs vere closgg withoub

. 5 b3

P T e Y Lo PTIE = Ayaey endh 7 P ) s vl on -
irtonding & Lredl in tha l*"?r;:«,-‘fi’&\), & PRECT LG8 ol LY CLRDSLC COMpOEers.

| TN | . R ) A e e o~y e gy - I S Vo el e T e
Fozart's yuslic cemonde ¢ delicate eclariyy with which the pedal nust not

caube i unuesirable dryness

i the vone, Tnds advice Tor pedaiing: perbains 1o many couposcrs of

2Taan Aunlabough, "An Snelyticel Study of Ferformunce rotleme
in the serydoard Sonatas of Fo Je Beydn®™ (unvublished Ph.D. disser—
totlon, Jensriment of Fusice, State Universily of Iowa, 1855), pe 38

3éb*urnrce Hepilton, Plano Music, It's Composer’s and Choracter-
istics {Boston: (liver Ditson Co., *9‘5), ne b3

Percy Scholes, The Liatener's Histo*y of husie (London:

Jxforg University Frees, 1954), p. °C

hdHutchason, ops cite ». 06

hl!%utc‘;ze‘scn, ope_cite prve 66=70.
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thie peried.hé Performence gup; - noe ‘nelude the following:
1, Mstinction of meleody from sceompeniment
2. Clean—cut difference hetween pilano and forte
3. Fxact observance of toueh, rhrrsing and inflection
ag marked

. o 2
L. Resuty of tone and rurity of etglehd

Peethoven used tke claesic forms while incorporating Homantice
1dea“5&A“ His rmsic beermes a shurce of draratic evpression., lrnest
Hutcheson zives the following beslic nrinciples of taste and style:

1. ¥etrical aceents or & {aint swelling toward
tle best give the lioctencor the oorrect feeling

of meter.

Za Vhen o oorort obrroo L0 epected, oosllaht chenge
of tone should be made,

2, Yelodic renetiticons of the sare note erovld rovely

be pla}ed with equal tone, but uith crexcendns,
iimimacndor, o o swelling toware the midole note,
4, Dissonances ztiract accents, especially suspensions
vhich thrn nesd st reselution,
5. Polyrhviheg nhou.,c’ be lezrmed by ear.
bo Losh mote of hre rhenre fo eolh end vnscoented
7. Thwotional re gtion to tre music may be
un*“%‘?zteé

~4 oy a3 (A

Schmbertt!s nusic his s wealtn of meloﬁyawp?ofoundly interesting
harmonieg and compelling rhytime. Tt 1g s2id that "I you keep true
to clessical strle and plew as 48 you wers singing, you czonot misli-
ternret Serubert,,nh0

Cme further comment may be helpful in plaiive tchubert's, Fczart's
and Yeethoven's dance nusic, eepecially the welvres and German dences,

They must be "given 2 rendition full of poouler spirit sand =ointed

L2 ybinstein, ope cit. p. 39

4ltutches s0T;y Ope cite po 79

L““ou&rd Fekirney and W. Anderson, husic in kistory (Chicago:
dmeric-n Ronk Co., 1954), n. 520

h)‘ntcbneﬂf. or, eite po 12 Wbrgtcheson, ap. cite p. 66.




rovtim, vebl without any sharmess. Distinet neecents on the first best

=nd an ermhostie uoon the bnss nete ers hoth desix '&ble."w

e T e c—

s,

H ~ -
Libnrian, op, cit. n. 135,
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Sonatina No, 4 in F Major
Adagio
ludwig van Beethoven

Tectnicue
1. Both hands secalar fiqures, broken chordsg, trill paiterns and
intervel leape in sixteenth note patterns
2. Alberti bass in left hand in sixteenth nwtes
3. Lezato in both handsa
L4e Slurs against legato

1. Leger lines
2. Left hend written in bass and treble clef
3. Accident:ls eaused by modulations

1, Sixteenth note rovement oprosite cuarters, ei:snhths snd toirtye
second notes

2. Prhythrie vattern of twe thirty-second note triplets with first
note tied to orevious note pleayed asrazinst sixteenth notes in
opposite hand

3. Left hand finger iolding dotted bhalf note while thuwmht plays
eighth notes

L. Syneopation of sixteenth note, eighth note and sixteenth note
played againet four sixteenth notes

5. Need for subdivision of beats

Interpretation

1, Maintenance of Adagio tempo and legato line

2. Markings of dolce and dynamic warking never exceedins niano

3, Small crescendos and descrescendos

4. Control of soft tones at & slow tempo

5. Small phrasing in one hand against longer phrase line in
oonosite hand

6. tetermination of melodic line and emphasis oi sueh 2painst
rnnins note vatterr in opnosgite hand

Fedagogie Value
1. Interoretive vossibilities with tone and ohrssing
2. Difficult rhytimic paiterns to be Understood inteliectually
{Flayable Lecause of slow tempo)

Source: Ludwig Van Beethoven. Sonatlinas, n. 46
(New York: Fcwin F. ¥alms, n.d,).
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Sonatina in F Major
Op. 36’ Koo L
Con Spirito
Mugio Clementi

Technique

1.

2,
3.
L.
54

rd
O

Right hand with running note passages—-scelar, broken chord snd
various interval Jumps

Left hand breken chords, octaves and block chords

Poseible ure of rotary motion in left hend

¥ordent on running eighth note

Repeated staceato thirds in eighth notes

Coordination of stacecato against legato in ooposite hand

7. Forte marking on sixteenth note runs
heading
1. ILeager lines
2, Broken chords to be read as bloek chords
3. fecidentals
Wrythem

1.

2.

Fiphtr note movement against whole notes, quarters, =iriths and
sixteenths

Yhythric chenge at measure twentv-tun with dotied elshth and
sixteenth and two guarter notes in both hands -

3. NMff~beat entrancee after other hand ploys the bheat
Interpretation

1. Chanres from forte to riano

2, Con spirito marking with dolee section

3. Small nhrrsing within lonrer line by slurs and ~tzeeato

L, Hight hand dominance of melodic line althouzh & iew moving parts

5e

in le®t hand nesd emphasis
Sonatina form—first theme in tonic, second theme in dominant,
Return of both themes in the tonic,

Pedapogic Value

l. Fincer faeility ecpecially in right hand
2. Articulstion of elurs, phrasing, staceato

Source: Mugzio Clementi, Sonatinas For the Plano, Vol, 40, p. 14

(New York: . Schirmer, 1893},
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Sonatina
OP. 36' Noe t}.
Andante eon lxpressione
Kuzio Clementi

Technique,
1. :ideit hand lesgato narallel thirds
2, Fight hand sisteenth note patiern lower note alternating with
hizrer ones
3, Left hand broken octaves in sivteent: notes
Le Turn on eighth note
5, Larato, staceatc and elurs

1, fecidentzlas from chrometiciem
2. Leger lines
3, Teft hand chanecing to treble clef

fihyrbhm
e Thythric natterne of deotted cuarters eirhth notes, dotted
quarters arnc twe alxteentr notes
2. Crhance frow elehinh note to sixteenth note movement

Internretation

1. Slovr tempo nlzved exvregsively

2. Many dynaric levels

2. me majn idea nresentec and elaborated, then reveaten with
alterations, Opnortunitry to artisticaliy nresent the secourd
securrence of the mein idea

Le 8011ity to exnmrese the tension and release exhibited in the
nrecedine mensure hefore the second entrence of treme (measure
twenty-five to twenty-seven)

£e Shart nhrsses cemendine uwndty

6. Harmonic expression in measure two, first beat

7. Morortunits Yor aood tone ouality

Padaropic Value
1. Eyrressivenscss in dynemice and harmony
2. Contresting thematic ideas and varied return of first idea

Source: tuzio Llementi, USonatinas For the Plano, Vol. 40, p, 16
(New York: 4. Schirmer, 1393),
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Sonatina
Op. 36, No. b
Hondo
tugio Clementi

1. wight hand sealar passsges in sixteenti note triplets in fast
tewpo

2. Hands slternating possages of unlike material, one scalar, the
other broken chord

3s Trill moving ageinst sixteenth note triplets

L. Turn on an eighth note with rest following

5. Left hand broken chord accompaniment in sixteenth note triplets

e Lerate runs asgainst staccato single notes

Technique

Rerding

1. T.aft hend in treble and bess clef

ndyrtim
1. Chkangine rtythm patterns from eighth notes to sixtesntlh note
triplets

2. {unrter rest after plzvinge six notes 4o the best, reoculring an
awereness of the pulse
3, (ff-beat, accents and natursl accente

Interpretation
1. Precominantly forte wit: two piano markings
2o Yorwm 1ls not a true rondo, ut a rondo mood of xaity snd brishiness
3. Fmrhasis of one note melod~ over hroken chord bass scceompaniment

Pedagogie Value
l. thvthmic chanves and awareness of mulse
2. Yinger lacility in ellegro vivaece marking

Source: PFuzic Clementi, Sonatinas For the Fiano, Vol. 40, p. 17
(dew York: i, uchirmer, 18G3).
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La iloxelene
Jesaph Haydn

Tecimique
1, dight hand sezlur pasgsages in eirieenth notes moderately fasi
tempo
2 wignt hang altermating, note natierrs of bioken thirds and
seconds in sixteenth notes
3. Parallel iatervel novement in slurs and stzccsito in richt heng
Lo Tricxy slxtsenth note passage moving in unexpected directions
5. Left hand solid and broken chord gccompaniment in toucies
differing from right hand
5. ivulck hané pecegition changes

1. usit h#nd written in both treble and bsss clef

-~

2. O MCT’ bangees in "f“"*rtnr ﬁ” nimo

ey *
.......a..t.’i_.

i

» Feirly reiuler rhythm with guzrters, eishths and sixteenth notes
anu some <othed acte rhytims
2. Necestlty of cooralnating eighth notes and sixteenths, quarter
notes and sixteenthe agazinst elghth notes
3. Off-beat entrance in leit hand-~two glxteenth ennexln& on the
nalf best as right hand is vlaying four sixteenths
i« Natural rhythmic =ccent, indiezted by slurs throughout

ntoroeotobion

1. Fany dynemic changes between pilano and forte

2. Awareness af there znd wvariastisn forp--maing eontrasts between
tiie variations

Je Tepguler vlrzeing, fenerally four or six messures

4. Light crisp artxc* jation except in legnto pascages

3¢ Alternetion of mzior and minor in the variations

Pedapopic Value
l. Accusintance witr theme znd veoriotions

2. Develomment of finger facility

Source: Jooeoh rzudn.  Eight Various Compositiong for Finno nolo,

Fe 36 (NBW York: Gidwin F, K&lmlﬁp n.c.)
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Allegro in G ¥ejor
Op. 20, Yr. 1
Friedrich fuhlau

1. ligh& nand sca2lar iuns with: eccicentzles in elghth and sixteenth
Fo tapoliTc)

#s Left hand onr rote melody accompearied by right hani broken chords
in e€ighti notes

L] A 1

baze sccompanying single note meledy in right hand
Ve dcweatad nobce with finger changes

5., Coneeeitive stacecate thirds

Je OVing octaves in base

7. Bloc chords moving down by nctaves with rests between
Lezzto sgeinst staceato

le) o
Ve 52 urs Lo ttacoate

Jnn
Zeading
1. Lerer lines
2. Accidentals
A, Left lieng i both tretle snd hues olef

1. Bizhth netse movereat In first and luet section; middle section
with sixteenth note runs - '

2, Tridnlet nottemns berinming znd ending abruntly between duple
rhythes

o OFTEpet eptronces arainet etendy alshid notns

2
in

Interproetation
1. Myrosdie mrrledines from olano to Forte
2. Locents oecurring on any of the beats
2, REicont vemd omelnds Aarinance alihourh tim ghort nasseces have
1cit khana d:;ouy
Le Legpoto nelosd end vrane wits smoller nhrnce nrite

5. Big sound requiring forceful playing

Pedegoric Value
l. Scale s studv and finger agility ir raepid note runs
Exnressiveness throurh articulation

Source: o7 Piecer GSonatinss and tonatas, Book I, n. 3%,
(Maw York: %gwin ¥, Xolmue, n.c. ).

’
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Menuetio =X in BP Major
A, Fozart

Technique

3. Zycken ehords combining siurs and staccato

v

2. Left hard twe ectove Xeap and leops of & tenth in » dotted eighth
s oiznteent)l nete pattern in aodsvratae Lovpo

3. Legrto thirds, siztls and other i”*\”vﬂ‘

4 Teft hand legoto Iillsd-in octave

5. In,“ }rn’ setowes connected by a :Lu Truin an inner nete dn e
dotted eiypth and sixteenth note passage

-

&, quvc! hend noelition changer of register
7. Ttaecrte notes in 1t band acainet o lescto line in risht band

Reading
1. Left hand in both treble and bhass clef
7. lccidentals
3¢ Wide range of kevboarc
L. Tenent s'ins

« Monm dottad note pattorne {dotted eishthes and s

frteenth note,
dotted elvnths and twe thirty-second, detted quarter and eighth
notes)

2. Syneopation with sixteenth note, eishtl: note and sixteenth note

In't gwn"w"" *t Lo
Y, Awareness of the form and graceful strle of the claecic minuet
2, Tevme=d dimamles
2, Actuaintance with the light and gr:ce ful style of the minuet
Liw Sustaired lies tiroodh dAnterve leane wnd dotted piytin patterns

K, raralm sy prireses with scailer vhrosing withi

Pacarosic Yolue

l. he%li7at*on of resuler vohrasing with inner smeller phracing
Ze Smetained interva) movement

Seurces: W. A, Mozert. 12 Minuettos Rook I, pe 4, Leenarc Duck, ed.
teer York: Co 7. Petercs Copmcratior, 12633,



.- Y ry
Walts Yo, 7, On, 107

Frane Scrubet

cendmg' parzllel octaves in staccato fortissimo on white keys
Ty w!_,sun Foomd

1

2+ Iock chordal vccowpe_niment in left hend
2. Trace nohe i’z okt hand
Lo Staccato in right ba.nd against left hand leguto

‘.{‘r f‘_}!f’
N Lr.‘ge;‘ lines

"‘:}"Mn

7. Coordination of duerters , dotted ouarters and et;’
a eonglstent quarter note »hobthn
2. latursl rhytheic accents

pretotion

Sudden snd dramatie dymamic chences from fartiseino to plano

or wlanissimo

o Form oeonsisting of mein the,rxe trested several waye {four phrases
with eirilar nelodie waterizl) then o Trio o esnbtrnsting noture,
Icnc:-"a‘:in;;‘ to first s:eectzon 38 5 Minuet and Tivin

3¢ ¥ orI enen soing interoretive contraste botween sections, ewpha-

ized Yo drmamic and welodic changes
h. Meau-.lm sixv, seven and elsht onrorturdtsy fop artistic abilily to
te shovn in echn-tiype masrage

%, elodic emphzsis over chordal acmwﬁannmnt

Ge Lonz phrr o oftlen extended eisbt mesesurss ity sriwliler inmer

phrasing

Pednmyrie Yelue
1. Tight bhand octave study
7« Intsreretive comtrrets hetween sznc within sactions

Source: Franz tchubert. Lances for Plano, Vol. 1537, p. 51,
(e York: ., Schirteer InC., T ).



CHAPT N VI
TREOTLGTION TO GOMANTIC PUSLC

The dates 1320 <o 1900 are given 2s those »f ihe Towantiec period.
The pueic i8 chrnracterived b incdividualiem, evotionzlism, sublectlive
ity and nationalisme Corpescrs became interestes in weiting mucic cene
Lered around a specifie subject mtier, especlzlly that of the ancient
o1 medieval world, tho supernatursl, and the weird, Welodice rre
characterized by s wermth of personsl feelingy vhroses ore less regular
than in the clzusicel melody; hsrponies use new chords end new chord
wrogressions, along with more nonbarmorie or nonechordal tonus; and
wodulation becomes important for ite own zf{ect ratier than 25 2 Mmeasns
of getting from one Xey to another.hg

Kathleen Lale defines romanticisn ag o "coﬁﬁrehensivs term which
resists exact delirition., It is exemplified in music by the insistence
l=id upon the ex>ression of personal fezlings and emdtions o5 upon
abztract ldeas which have universal significancc."hg It iz 2lso char=
acterized by Impatience with the restraints imposed b conventional
forma, by the introducticn of ricturescue and the exotic, mnd by the

attempts to translste other arte into music.BG

W Lo s s

s

Kpilier, ope cit. ppe 124=126,  “’Dale, op. eit. p. 10
O1nia.

42
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The plann becanme especially important with the composers hoving
a "conception of the plano's cantabile tone as equivalent tc the uman
volce, the stringe or e wind-instruments; and of the piano's per-
cussive qualities anc pedal effects e capable of evoking other orches-
L. colora."sl The concept of the pience functioning in an orchestral
idionm demsnds that the perfenaer be aware of harmonic effects and
produce maesaes of rieh and volumineus sound. A& more powerful fLech-
niove, emphasizing zmm action, broeczme possitle with the advent of the
Ui-p ¥ 15 ] B
stronser wlones 1itk stesl fremes, Reoryl bubincteln adviees usinge the
desnner pedal Treocll in the romy end lonmg erpesslios snd chord paseages,
T+ ebhouls be nead constontly in the puele with the followine evceptions:
1. It showls nnt dnterfere with the clarity
of the melodic line
2. Tt stenld rot fnterfere with the clarlty
ot phrasing
3. T+ shouvld mnot M used on detsehed tones
L. It should ne}_ confuse harmonic
progressions /¢
The emphesls uron expression recuiree the nerformer to give a
nersenelized Interpretation. Frederick Dorian statez that Yihe initer-
preter no longer ‘'‘performe!, He 'revproduces! the srt work., The very
wera 'reproduction' evinces tlg fact that a speclfic procerce of re-

53

creation is immlied.” Serumann, vhen askec about the poetic or

fantesy-provoking titles of his music, steted that "it is the nusic
which muet alwsys remain the primary concern of the internrater."sn

lle grants that delving into the poetic background will stimulate the

perforner!s thought and faney, but the performer must first oif all

—— o —

51t ubinstein, ops cit. p. 78 ';izbid.. Pe LS.
Orl&m, OE‘)O Cite De 219 Ibid'. Pe 2290



o 0 . - £y
grasp the crarceter of his scores from the musical content.””

The roliowing are specific characteristics of a few typlecal ro-
mantic comnosers.

Cropin was & superbt inventcr oi nelody and every note in his music,
gscential or ornamental, is lwmbued wit: wonre ie insisted on flexie
biiity, recoumending the various touches and especially the fuil-~toned
lepnio. Bad phrasing war intoleraple and he disldiked sherpnoess oi

% - Sf) - . P B T T AU PTG .
acceniiabion,. It 1o sadc hat he proferced tw perform fory & swall
circle o6f iriencds on & swall plens wae dizpliyoed much fLeoncerness
deiicacy, gentlencos and yeou o mdin degres of vertrelnted?  "The e
ZUPKAS ai'e ripnlly Ueslitel &8 anong Lo nost clherscleristic ol Chopin's
works. The romenlic vuwrceptivility of Lhe Veldel tampuirmeni, msrked

3 abruvt treneition frorm enerysy Lo lassituce, gaiely to mel:icho
by abrunt ¢ t i cy Lo laseiiuce, g T 1z 1Yy
exaltation 42 morbia depression, inde here its fuwllest ke wos

1tatd 4 b 1 N llest t
I R . ey 3 hf;g
intirate expression.
Sehupenn reculrves papinallon, wpeetic incigzhn, ond seomellues a

senge of mysticism. Niceties of detoelle mattor less thar freadom,

_ . £
warmth »f fesidng, hupor and tﬂnacrneas.’9

Fepdelsgobr.'y munic necds & varlely of touchel ond sirlcl obserw

vonce of 11 directions. Yhe legote suel be singing in melody, even

g

and Yipeariz® in pastage~wsrk. hn elestic hand sbtaceate calle for a

60

flexible and preaciiced wrist. Ple Conge sithout jords scre nusical

poems with soulful character. Omne chould avoid over-sentimentaiity

ar Fendelssohn wae » parist who worshipped clsazsieal forms ang

551bid, 56Hutc‘mson, op. _cit. pn. 189-192,
5/Lorian, E e« Po 2364 g Rutcheson, op, cit. p. 197.
591vid., v, 195, OTbid., ». 15C.
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interpretive prineiples,

g

Some of veberfs wusle ie midway between classic ond roment

Cw

& Yglowing world of scund, in whiel immediacy

ol expression counts for pore thtu MHraadl balance or sysbenstic devele

opment of thematlc maberdsl,r ™

- . g . e ?rwf .2 - =N
5*ﬂoyiﬁh, CPe C2le Fa 28 l=ly Dsle, op. it pe 52,



PLoLElTATION UF COhPUSITIOND

FrOts ThE QORANTIO PROGGD



Magurka in Ab Pajor
Ope 24, Ho. 4
Fredrick Chnopin

Technique
1. Right hand eiglith note runs with mixture of large and small
Litvorval Jumps
2. Le.t hand down twil and chords an octave away
3. Left hand broken chord covering span of an eleventh

Le

heft hent series of sixilis slurred to a tried

5. Lesato and portate
bo Trregular vecaling needeo
le Left hand written in vrebls cled
2. Accidentals in chromatic pattern in left hand, second section
Sytim
l. Measures alternating firet beat rhythmic pattern from dotted
eiznvh anc sixteenth to two eishti notes
2. Second beat with eighth note triplet and third beast with two
eightl: notes
3. Sixteenth note rest in pattern of eighth, sixteenth rest and
8ixieentl note .
L. Accents on second and third beat need to give Mazurka spirit
Interpretation

l. Dynanic level of piano modified by ¢rescendos and diminuendos

ey
Ay

3.

decognition of Mazurka, Polish national dance with spirit, strong
rhythmic flow and accents on second and third beat
Tong phrasinz broken into seetions

4. One note melodic line to be emphasized over downbeat and chord

accompaniment

Fedagoplc Value

1, Study in changing rhythms
2. Melodic line wiilh wise range

Fredrick Chovin., hazurkas pour “dan., p. 5z,
Paderewski, Bronarski, Turczynski, ed,
(Varsovie: Institut Tryderyk Chopin, 164%j.



Horwegian ielody
¥dvard Grieg

Teclmique
1, Right hand holding top note down with fifth finger while other
. fingers ¢ocntinue melody {muscle contrel required, especiuliy of
fourth finger)
2e In mespure {ifteen ripht hend wilth difficuit woverent involwlng
close intervals with blacik anc wrile keys
3¢ In messure twenly~four riyzht hind scaler paszege in eishith notes
pianissimo with 2 octaves in si=ccato on third bezi of each
MEaiure
L. }iddle section with triaqe and four-note chord clusters in
staccrwn; aifticult to keep soit and oriep with cluss ariicuioe
tion in right hand

Leerin
1. Ties in treble snd bhaes not parallel
£e Dhord clusters

1, vuple eiyorm on gecond bawt and tripiets on third weatl in risst
hand (lelt hana dotted or tied half notes)

2e Coordinaiing lrresulor dyture of eigshthe erd quarter noto

3. Natursl rhythmic accents : '

ﬂw. rpretat r\r‘

1. Tervo markine presto in marcato style .
e Fredominantly forceful with extra aecents on secund and third
beats

3. Ternare form with middle section in parallel minor snd pisnissimo

L. Melody in right hand over drone bass—middle seciion one-note
melody nvor ithree and four note comrde {gll zw

5. Small phrase groups reaquiring continuity of line

Tednpovic Yaluw
1. txcellent study in cuple snc iriple note patierns
2, ikt hand tectnicsl denvnds

Source: rdvard grieg. Lyric rleces for Fiano dolo, Voi. 1, Jpe 13,
{New York, ¥owin I's Kalmus, n.d, ;.
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Tatther and lother
i, Gretchaninoff

Tegimizue

1, fight hand sixteent: note pattern; higher melodie notes alter-
nating with lover accormaniic), NoLes

2, #ight hand three sixteenth note slurred passages, middle note
bedng an inteorval; necezsary to pivolt on niddle interval beo
connect 21l three notes

3. Goordination of verious rhytrtmic and melodic patite:ns

hy 18ree reaches

esding ‘ . . .
1. Key of ¥ mator and middle section in ¢# minor
Ze Lepealt signs

*}hythm

o Left hand eirtis. and tws sixteenth notes azeinst rizhil hond rest
and three sixteenth notes

2 Basically sixteent). note wmovemont, right hand oMen havin: every

other note function also as an eighth

inbecpretation

1. Moderato tewpo markins to be played in a singing st,,le, cantando

2. "ne bar introduciion with rallentando and fermata

3. Ternary form: first section in K msajor, smiddle in C# minor and
lact section returning to ¥ malor

L, First section right hand melodic line in eighth notes helc while
sizleentl notes are olaved in between (Mocessury not to accent
accompanying sixteenth notes often hit with the thumb)

5. Mdole gectisn, left hand melndy in eipghth notes against rizht
hand sixte=nt notes. 8mall phrasing not =zlways parellel in both
}-x-hp« r

6. Two and four note grouping of melodic eighth notes within s
meazitle four har vhrase

Te Opvortunity for contrast between seotions

Pedamyric Talue

l. Telodic e emphasis
?., Tnternretive contrzste betiween sectione

Sourge: A, Gretchaninofs. A Child's Lox, Op. 109, e 7,

) oottty ot
| SIS CU | Traig e el B v
Yy Yores Sesprneet B - Moo 59 l(:).t),?) .

Wi



Sony; Without Words im I Major
Opo 3 No. 3
Folis & WY’ glszotn

Technicue
-——-.aum—r_-ﬁuw- . . N R . .
1o 2300t and left rend brolon o in o sivteentd netes
2. night hand triads and chords with different intervels to be
gonuected
3. Legato, portato and slurs
4e traphasizing melody In tos note of three rols chord

eadlgg
le h\/r' of i ;‘u‘LJO"

2« Accldentals for key change

Sarbim
w_;itufeeline pulsc from sixteentl: noles in introduction to quarters
and el ihe ir plcoce
Ze Distinbuiahgn, dotted eighth snd sixteenti: nole o count from
cotbed quarter and ol -hth note on cownt enc
5. Syncopation in right hend melody: eighth note and quarter on

2 ymmyd B SN, R, ]
first count 238 & hald

Interpretation
1. Adagio tempo
2. Quick dynamic chan;es L
3. Phrasze vesinndine on third ecount in ), meter; neec for continuity
of line across bar lines

Padazoric \al.m

1. kxnressive plaving in kAcspio tempo

Source: Felir !endelssohn. Sonss kithout Words, No. 1704n, n. 23,
‘ullack « Niemenn, ed, (New Yorks [Peters haitien, n.d.)
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From Foreign Lands and People
wobert Schumann

Technioue
1, kigkt hand finger substitutions to maintain one-note legato line
2. Accompanying trinlet figure divided between botl hands
3« Predominantly legato touch
Lo Irresular pedelling needed

Rlgythm
1. Fittins right hand dotted eighth and sixteenth against left hand
triplet eigkth notes
2. Last measure syncopation by tie on first ef triplet

Internretation
l. Dymnemic level of niano c¢hansed by only three crescendos or
descrescendos
2. Kounded binary form; melodr's second appearance needs varied
internretive treatment
3. One note welody to be emphasized over rolling bass
L. ¥iddle section bass melody emphasized over moving parts
5. Phrzces that czn be divided into sections; need for continuity
of line

Pedapogic Value
l. Continuity of line by ceareful fingering
2. Differentiating melody from accorpaniment, especizlly in middle
section

Source: Hobert ‘chumann. Scenes from Childhood, Np. 15, p. 3,
Clera Schumann, ed. (New Jork: Bawin r. Kalmus, n.d.).




bSicilian
dobert Schumann

Technicue
igemalgue o . . . .
1, “ight hand short cmunning note pasvare in sivteenil notes (presio
tenno )

Ze Left hend rmoving trisds in eighth notes, fagt Lempo; inner notes
not parsllel

3. Left hand rhythmic and melodic change in ressure seven

Le Sixteenth note naasfires elurred in xrouns with accenis and portszuo

all at »ieno level

1. Left hend written in treble and base clef
2. hecldentals

DAL ‘ o
1. Chenge from ; with eigiti: note sovement to ; with siziesnil move-
nent

2+ ight hend pattern of twelve sixteent: notes then a pattern chane
to two sixteenth and an eishth

Interpretation _
1. Acquaintepce with 14th centtury dance, of dicilian ociyir, in
roderate g weter

2+ Sectionalized form with du capo ending for Ava

3. Comlete chance of characier in each seciion

Le First section vredominantly wiane with three short crescendos
lez@ing to 2 brief forte second section all niano at p:esto tempo

5. #isght hand one note melody over left hand sccospaniment

6o Continuity of line which hae portato ant repeaited noies

Pedngorie Value
1. Interoretive conlriets hetwesen sections

Source: obert Liciumann. Album for the Young, . €, v Y,

Clarz Sehuwmann, ed. (Hew York: bdwin ¥F. Holmue, Nedeje



Little Keopolitan Song
Peter 1. Tschaikovsky

Tecimigue

1.

24

3.
L

5e

wight band srort scalar passazes in sixteenth notes, mederale
tempo

Vivace seetion with cight hand having short scslar runs with
three repested note inserted

itight hand cliord jump of an actave

Left hand continuous steccato at piano down beat and e€ioids in
bolero~type rhytim

Right hand frequently varying slurs and staccato (in six &ix-
teenth notes the first pair sre staccato, second pair slurred
and third pair staccato-—-all ooc-ordinated with left hand
staccato)

Ehythm

1.
2.
3.

bu
5.

Left hand Andente rection constant pattern of eightl; two six-
teenths and two einith notes

Coordinative mroblems between hands playing like riytims then
chenging to unlike patterns

Syncopation in rigkt hand by accent on seconc beat tied into
downbeat of next measure

Naturzl rhythmie accent and flow of pattemns

Vivace section syncopated rhythms in right hand through slurring

Interpretation

1.
2.

3.
Lo

5.
6.

Firet section merkings of Andante gragtioso contrasted with second
section marked Vivace o

First section predominantly soft-~—difficult te play sharp riythmic
patterm on plano level

Second section rredominantly forte with diminuendos

Sectionalized form with an ezs: moving graceful mood contrasted
witi: forceful and dynamic second section

fiight hand melodic emphasis over left hand accompaniment

Small phrases to be part of a cohesive musical unit

Pedapogic Value

1.
2.

Rhythmic coordination
Interpretive contraste between sections

Source: Peter I. Tschquikoveky. Album for the Youny, p. 26

Poldi Zeitlin, ed., (Mew York: Ldward B. harks, 195j.



Andante with Variations
Op‘ 3, };QO A
Garl Maris Von lieber

Technicue

1.

2.

2

R )

Lo
5

e
7.

“ight bend legato perrellel intervsl movement (theme)

Light hend sixteent: note scsle passsges (first varistion)

Left hand eixteenti note broken chord accompanirent (second
variation)

Zight hand grace notes on @ abth note (third variation, meter:
Left hand block chords on an eighth note in g meter; next note i
auick jump an octave eway

Careful and irregular pedaling

Predowinantly legato touech through all variations; some staccato
against legato, mixturc of staccato amd slurs in sixteenti: nots
grouns

6
8
8

reading

1.
2,

Leger lines
fccidentals

1.

Ce

3.
b

5.
6.

Eizhtl. notes played against sixteenth notes

Dotted eighth and two sixteenths to be played with four sixteentls
in opnosite hand

S5low syncopatecd pattern in second variation; right hand symcopated
eightl notes agsinst left hand sixteenth notes 2

Difficult rhythmic change from Varietion Two in ) to Variation
Tiree in J. o

Important elghth note rests in theme melody

Natural and of{-beat zaccents

Interpretation

1.
24

30
L.
5¢
6.

Markings of Amorocso, Legato, sndante cantabile siyle &llegretio
Many dynamic changes

necognition of theme and varistions and devices used for variation
and mood contrasts; i.e. first variation with same tempo as thane
but quiecker notes are used to change tempo feeling

Right hend melody and left hand various accompanying fizures, need
te emphacize melody (especially difficult in Variation Two)
Generally four bar »nhrases with inner smaller grounings, phrasing
not alwayx parsllel in both hands

Artistic contrasts between variastions

Pedarogle Value

1.

Awareness of there and variation form and sindlarities or diiferw
ences between theme anc its varistions

Soureer Carl Farcia Von keber. laster Geries for the Younz, p. 11,

¥dwin Fushes, ed. (New Voriry [, Gchirmer, InCa, 4.647)e



ChAPTER VI

INTRODUGTTION To CONTYFPOLE,.Y BUSIC

busic oi the 20th century displsys characterisiies that depart
from many of the established practices or returm to certain styles

modified by new concepte snd techniques. HNeoromanticiem is = return

or continuance of the German romantic tracition characterized by "overw-
ripe emotionalism® but advanced in harmonic or rhythmic idioms. Neo~
clzssicism is a return to the elassic point of view which emphasizes
objectivity and simplification of material and ferm. New movenents
include impressionism end expressionisip. Impressionistic music is
described as heving "refinement, delicacy, vaguenesé,'and an over-all
Juminous fog! atmoaphers.“éB Expressionistic music is not concerned
with any iapressions of exte.nal subjects dsﬂimpressioniam, but raiher
reveals the inner self.éﬁ Ary of these modern movemenis may be char-
acterigzed by tre . !lewin. devices or conditions.

Tonality has been grestly altered from that of previoue music.
Covnosers hzve beyun using polytonality, & practice of writing in two
or nore keys st once, 07prosed to polytonality is atopslity or “an
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absence oi the relationship of all the tones to a central keynote."

‘31'4‘5.11(:1", OPe Citg Pe l73c 6&‘:[]35.(1.
65Jo}:n Foward and James Lyons, podern kusic {Kew York: 1homzs
Y. Crowell, 1957), p. 75.
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Conpoeers citen use the device of desimating a “row" or succession
of twelve different tones on which the piece i3 built. All tones must
be scunded in order before any may be reard the second time. The "row!
ney be altered Ly inversion or retrograce or a combination of the two
deviceﬁ.66

Rhytlim and meter have likewise been tresated ir unconventional
manners. Frecuently changing meters preduce an irresularity of accent
an¢ rrythmic patterns become diverse anc complicated,

Harmonies emphasize dlssonance, often with the complete awvoidance
of coneonance. Tone clusters result as seversl nelghboring notes are
struck simultaneously.67

Another new trend, advantageous to the teachers of the youneg,

consiste of writing Gebrachsmisik or music for use. Composere cesire

to resch the amateur or young musician through less difficult and cdew
manding muszic than that for the conesrt artist.68
The protvlems of the Baroque score and ite omissions have been
perfermance of their muslc. Tre traditional Italian marke of exprese
sion and tempe are ~fien replaced by victuresque anc: humorous admoe
nitions, Ctravinsky feels the whele matter of “interpretation® should
be rejected since interpret-tion revesls the rerscnality of tle per~
former rather than that of the compossr. "To qualify for competent
performing one nmust above all tranemit the composer's thoughts without

felsifying trem by peronal, willful interpretation.”69 Altiouzh

66Hou3rd & Lyons, op. Cii. pp. 79-31.
Tiller, op. cit., br. 180-152,

EBligwsard & Lyons, ops €it. pe 12C, 69Duriﬁn. op. cit. pe ek,
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Stravinsgky's view of interpretation is more exiresne than most contexne
porary corwosers, it is indicative of the more objective apnioach to
nerforning.

The abundance of directions given ®y comiwsers alleviates the
need to exnlain any particuler perforrance practices. One exception
ray be the ‘unction of the pedsl in Iepressionistic music, esvecially
that of Debussy. bigs rmusic ia made up largely of effects broughi about
by the pedals, "Even though npelodiec line and phresing must be cleszr,
the totsl effects are frequently nebulous anc often Jdeal with color
alona. The pedel may be held over long stretches regarcless of 8w
called disaonance.“7o
Fany teachers hesitate to introduce tids strange and new music to

their stucenits, fearing student and parental reactions. George lichabb

8 wusic be uced a5 zoon as the stulent is capsble of

e

suresste that L
playing it. It cen Se used along with the great lit&rature of earlier
times and aa tre student 2dvances hils nmuslicsl itsste will brozden o
incinde music of all periocis.n The followiy . r rieces ure only & very
few of ithe many comrocsitions written {or internedicte cepabilities az
the new Jebrachssuelk has proviced & wealth of teachable literature

unlike any earlier period of musicel history.

70'-1-‘;****@_&1, One Cits pe 40 71}«‘%ai~éabb, OPs_Clle Pe 4o
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svening in the Country
Bela Bortok

Teciuloue
1. izht hand repeated notes
2, ftigit hand quick turn~like figure
2, Left hand block chord accompaniment with difficult changes
L., Irregular pedeling
5. Legato, staceato, slurs, slurs with portato

“eading
1., Changes from treble and bhass clef
2. Lezer lines
30 Ties

L. fLecidentals

Bhythr
1. Syncopation by eighth notes and ties
2. Chaneing rhythm patterna; eighth and two sixteenths changing
to twe sixteenthi and an eighth note
3. Triplst sixteenth notes in syncopated pettern
he Heny meter changzes all witg quarter note to the beat (Theme is
played firet in ﬁ then in h)

Interpretation

l. Two themes altemating, one lentc rubato and the other vivo non
rabalo

2., Dynaxrics terraced witih only one crexcendo.

3. aight had melod)y cominance over leit hand cherdel accoumpaniment

4. Opprortunity for large interpretive contrasts between sections

5. Forn: ABABA needs ezel sectlion presented witi cranged interpre-
tation

6. Observance of Rariok's precise me rkinge for various accents and
staccato

Pedagopic Value
1. Interpretive contrasts, varying the returning ideas

Scurce: Bela Bartok. Tem Esey FPieeces for Piano, p. 6
(New York: Edwin F. Kalmus, n.d.).
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Holero
AlTredn Casella

Technicue
1. kight bhand short five note passages with accidentals
2. Left nand ostinato passage recuiring finger change on & repested
note for an octave jump
3. Coordination betweon hands in a mixture of tcuchtes: i.eft hand
steceato, elur to portato end stuccato on each figure, Right
hand legato

keadinz
1. Accidenals

1. Left hand with consistent eighth, two sixteenth and four eigith
note Bolero rhythm

2, Coordination of right hand gixteenth and eighths and triplet
sixteenth notes with Bolero bass

3. Three against two in sixteenth notes

4, Netural rhythmic aceent

Interpretsiion .
1. AMllegro spagnuole (Spanish style) with light stuceats and =ccente
2. mnhesis of right hand melcdy over accenied Bolero bass
3. Phrases of two and four measures
he Control of soft staccate which fades away without ritaii & the
end

Pedagogic Value
« Independer.ce of hand playlng different touches snd phrasings
2. Duple agzainst triple rhiythus

Source: Alfredo Casella. Children's Pieces, p. 8,
(Uriver=zal kdition, 1921).
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The 1littie Shepherd
Claude Debussy

notes to be suatained

Hoving intervals to be connected in left hand; one groupr of
pra,3lliel thirds

One and twvo note grace notes

Fedsl indiecated by composer with long sustained notas vhich cnne
not be held by the hands

5. Lerato needed thrroug) whole piece
T o
FLeading ‘ ) .y

1, Acclidentals in a nodal plece

Double sharp

Hlothn
1. ¥any dnttecd sixteenth and thiriy-second note patterns

2e
3.

he

5e

Sdxteent): note triplets dn right hand

Left hend elghth note tied to one of four following thirty~second
notes

Necessary ewareness of pnulse (probably subdivided) to change from
four snd six notes to the beat to longer note values oz in
measurc 8ix, eight, nine, etc. ;

Possible to realize difficult rhythm patlerns because of slow
temmo

Interpretation

1. Directions in trench, modere or moderate tempo, tres doux (very

2,
3.
1{.0

5.
R

sweet )

Fany chan.cz in tempo witn faster movement (plus= mouvemente) and
ritards {cedez)

Predomlnantly sof't with little nuances in tonal level

Legato ohrnses, some two measures in length, others extended
fecognition of the vapue, intangible quality of impressionistic
rusie

Need for besuty of tone

Pedasrogic Value

1.
2.

Production of lovely tones
Difficuit rhytims to be executed in 2z flowing and ummelricsl
style



Plarin; Rall
Driiri Yahalevsky

. Yam -t e
lecnicus
——— e e e

T, "igrt and left hand with racsié repeated notes plaved both loud
and soft

2. Both hande quick position chanres an octave or more awsy
3. Hards close togetiher, splitting a triad

4+ Both hande with sglurred intervale

5« Finger staccato on thirds in both honds

6. Touches: slurs, slurs to portato, staccate

7ieadj:_1_1_5
1. Quick changes from treble to base clef
2¢ Loree skips

Ghythm .
Le Awsreness of tulse after playing rhythmic pattern of two six~
teenthse_anc two eighths, ehanging to a guarter and en eighth

(meter 3}
?. Avocidence of holdirg third count too long (to sesrch for nast
note)

3. Natural rhythrmic sccent on count one

Interpratotion
1, Vivace marking in leggiero or light style
2. Dimaric changes fror plano to forte abruptly
3. Ternary form: theme with a contresting middle section, return
to first idea
L. K¥eed for phrese consideration in an unmelodic or basically
rrrvthmic strle feight bar phreases can be reen ot berinning)

Pedapogic Value |
1. Cnielr ehiftine of hend wsitions and playing repected notes
2+ Interpretive consideratione in a rhythmicrlly-oriented pisce

Pmitri Kebelevsky., 17 Easy Pieces, Op. 27, p. 6,
(1ew York: Edwin F. Ralmus, n.c.).

Source:
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Taneineg Tone
Tinst Krenek

L oue

miEEht nznd ebort and rapid trill-like pascage cometimes preceded
by a grece note

2. Block chords and interval movement with short but awkward lesps
in both hande

3. Slurs ageinst legeto, slurs to stocceto, staccato in planc and
forte

Heading
le lirny aceidentals
2. Toger lines

ihythm
1. kany dotted eiphth and sixteenth note pgttgrns and dotted six-
teenth an? thirty-second note (meter: é g 8)
2. Muach syncopsation by tics and rests
3. 3fieheat entrances

Interpretation
1, Many auiet dynamic ehangos
2., Necessity of deterwining any nelodic segmentsg to empha31z
3. Sona ’our bar nhrasing and :lso smaller phrase groups
Le Mwrrenese of twelve~tone technicue using these twelve tones
cnnsecutiv 1y throush tb? ertlrc gi*0°~
f & 2 b bé c a° & eb gb
3. Underctrnding of enharmonic Lone.

Pedagopic Value
1. fccuzintance with twelve-tone technique
2. Txecution of unusually groupinge of notes and rhythms

Source: ELErnst Krenek.- 12 Shopt Piang Fieces, opne. 83, p, 3
(Mew York: G, Schirmer, Inc., 1939).
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iong

.« me groun of broker octaves in rizht hand

?. Lefl hiend descending parsilel tlirds to be connected

3. Left hend predominately legato with rizht hand loud heving a
L

5

wixture of heavy accents a2nd staceato

. Parceful tones on single notes

» Trinlets containing an acecented note, slurred to the note and
the third note stzccato

aescing
1. Leser lines
2. Left hand in both bass and treble clef

Ri¢ ;{4{,}7'"—1
1, =174 hand gyneopation slone or with glow uoving notee in 1left
her "J
2, Chanzing riytim patterns; btrivlets inserted after synecopsied eighth
and quarue” note

3. Changing meters ho2 h ? 2 4 3 2 9 ban twenty-iour
» 0’ <y b» “l 3 4;
Measures, Neceeearv to feel a pulse and.haVe the abilit to put

the correct note value to that pulse

Interpretation
1, Predominstely loud with only one plano marking on & cres&scento
leadings to a forte -

2. Directions on accentec note st ff {. be “hammered"

3, Control tu sustain legato thircs in left hand while “hammering®
accented noteg in right hend

Le Phreses not always apmrent; necessary for performer to malke
decisions for wusicsl clerity

Pedagopic Value
1. Metricel anc rhythmic problems
Z2. Han¢ independence in attack and tone level

Source: Gail Kubik., Celebrations and Lpilogue, p. 6,
(New York: Southern Fusic Co., 1954).




Marel, TAttlo Saldier
Nctavio Mntes

Teatnioma
I S et hend brokan chosde in trinlets and eighth notes
2, Qight hand glissaindo
3+ et hand grace notes played with second, third, and fourth
fingers into an interval needing fifth finger on top
he Tisht hand tura-lit-e flrures in sixteenth note trinlets, come
nlicnted bv notes being held with thumb (measure twsntvedn=2
and twenty=two)
5. Stacento touch
6, Chords with minor seconds

Readinz
1, Accidentals creating minor seconds
2. Bass changing te treble clef
3, Leger lines

shythm
T. Place 7mens on second note »f a trinlet, preceded by quarter and
alohth rest
2. Patterns of dotted eizhths and sivteenth notes and eighth and
tw gixteenth nobtes
3. Important eighth and sixteenth restse
Le ¥eod for rhythmic rrecision desnite technical difficulties

Interpretation
1, Brislz, mercatn style
2. Chanpes 11 dvmoriecs as though solaiers were marching nezr, thsn
prseine by
3, Hight hand =ephesis over left hand moving trisds
Le Clenr erier arti-nlation with coretul sitention to rests
5. Aceents at differsnt tonal levels

Padaroric Value
1, Clear articulation and precision of rhythm
2, Awrreness of chords with minor seconds

Souwree: Octavio 7”into. icenas Infantis, p. 5,
(New York, t. Schirmer, Inc., 1943).
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Matin
Serge Prokofieff

Tecrninue

1. Both hands with quick block chord jumps from the midcdle to outer
parts of the keyboard

2. Both hande with broken chord movement es zccompaniment

3. Cross hands nlazing three octaves apart with quick chunge tack
to norxal position

h4e Awkward passages involwving fingering pattarns

5. Slow legato melody

Heading
l. Cuiek chenyes Trow bass to trsble clef
2, Leger lines
3. Larze melodic skips

Thothm )
1. bixture of sixteenths, elghths and quarter notes in one measure
?. Coordinating dotted quarter and eighth notes wiil roving eighth
notes in ricrt hand

“nterpretation .
1. Andante tranouillo with changes to gravement, cdoler and cantobile

.
i i

2. Predominately aoft with mezzo forte loudest Lavel of plece

3. Need for continuity of line in large chorc s tongl lesps

4. Emnhasis of melody over sceommnanving elghth notes In opposite
hand (measure ten—-fifteen left hand melody, measure eighteen-
twenty-three right hand melody)

5. Oorortunity for tone control on lnrce chords as ell as melodic
lines, all on n anft tonnl level

Pedagoric Value
1. Tone control
2, Phrase considcerations

Source: Serge Frokofieff. Hhusiques L'enfants, op, &L, p. 2,
(New York: ©Doosey ¢ hawkes, 1936).




CEAPTE. VIII
SUHNARY

Piano teachers have the responeibility of selecting litsrature
conducive to rusical growth. It has been fuund that many so-celled
“teaching pisces" by unknown composers (who wrote for the specific
purposge of fostering one technical feat) can do srest musical damage
to a student, Conversely, music of high quality by well-known composers
has greater pedsgogic content and alsc is conducive to the ultimate
air in music, the appreciation and expression of besuty.

It is oftern difficult to find good literature for the intermme-
diste plano student and therefore a seareh was made thrbugh many orig-
inal sources t: find applicable music by the many ®masters® of music.
It was necessary to vetermine the intcrmediate level of development
and since this is an ambiguous term it was feasible to cefine it ac-
cording to problcmé within the student's capability. A survey wac
made of sev:n well-known niano method books of -rades three and four.
Through this Survey it was possible to define the term intermediate
through the specific probleme znd situations encountered b & ctulent
at this stage of musical develovment. The musical problems and sit-
uations were diviced into four categeries; technique, reacing, rhythm
and interpretation. These catepories were used as & Busie fov the
pedagogic analysie amd description of literature from well-known

67
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conposers and a few lesser-known contemporary composers., There are
eight eompositlons from each of the four historicsl periocs of music,
preceded by an introtuction discussing ihe characteristics and perfor-
mence practices of the period and a few specific composers,

It was found that literature of iood quality has &s much, if not
more, pedagogic value s the speeiflically written "teachling pleced
besides fulfilling thot uitimate criterion of teaclhing materisls, the

rossesrion of inherent aesthetic bewzuty,
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