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PREFACE TO PLAYTHINGS FOR LITTLE PLAYERS. BOOK I

The Main Cause of Bad Technique,

Pianistically,
by
TOBIAS MATTHAY.

OST of the evil technical habits which we, Artist-teachers, have to eradicate in our pupils usually date from the very \
M early days—the first days—of Piano-life. Indeed, most of the mischief must be laid to the door of the now happily
out-of-dateso-called * Tutor,” and this, because the old Tutor did not distinguish between the first steps of learning
to play the instrument, and learning to read notation. The first exercises were therefore designed solely for ease in
dcciphering notation, while no consideration whatever was given to the proper series of steps necessary to overcome the
mental-physical difficulties of playing, since the laws of Technique were not then known or understood. Hence, the most easy-
to-read exercises were given first, and thus the child had inflicted upon him five-finger exercises moving straight up-and-
down, and also the most difficult scale of all—that of C major! Worse still, both exercises and scales were given with the
hands moving by similar motion. Here then we have the direct cause of all the mischief done, and done in the first year
or two of Piano-practice.

Ignorance, at that time, as to the function of the Forearm Rotative Principle in all finger-passage work was no doubt
the fundamental cause of the mischief. Obviously, when the five-finger exercise is taken in a straight-on succession of
notes this needs the repetition of the same fore-arm rotative conditions four times each way ; and when the notes are played
by the two hands in similar motion we need the coincidence of rotative conditions of oppoesite character between the hands.
These facts are quite unlikely to strike the uninformed learner, and the inevitable result is the direct acquisition of habits
of ““stiffening”’—stiffening rotatively, and also in every other way ; “stiffening,”” meaning the habit of allowing conflict
between the muscular cxertions required to actuate the limbs required in playing and those not required. Hence the re-
sult, bad, inefficient or inadequate technique and a handicap for the rest of the victim’s life.  Many teachers, indeed,
although uninformed on these points, have delayed the teaching of the scale from an instinctive feeling ot the difficulties here
touched upon.

The proper course, clearly, is to teach the overcoming of one difficulty at a time. Thus, firstly : to separate
the act of learning to play from the act of learning to read notation, just as in ordinary speech, where a child first learns
to express himself, and subsequently learns to recognize the signs which, on paper represent speech.

Secondly, technical accomplishment must be taught in the proper series of steps.  Here the first finger-exercises and
pieces should (so far as possible) consist of sequences of notes which require alternating conditions rotatively, and
when the hands are used together they should move by contrary motion musically, thus implying rotative changes in
similar direction.

In this way, the beginner, even if uninformed as to laws and facts of Technique, is more likely to form habits of correct
co-ordination between the cxertions required of the hand and the fingers themselves and the fore-arm rotative changes
and repetitions so imperatively required as a basis for each and every note in so-called ** finger passages,” etc.

Of course, the best way of all is fully to instruct the Jearner on all these points !  In my ‘“ Nine Steps towards Finger
Individualization ** (Anglo-French Music Co.) I have summed up the proper sequence of steps leading to such harmony
between finger and forearm.

To write musical studies and pieces in accordance with this knowledge of the technical pitfalls in the path of the
beginner, manifestly implies a set of formidable restrictions and a severe problem for any composer, however gifted. Now,
although some music has accidently been written in the past in accordance with the conditions here defined, we now impera-
tively need a mass of educative material, properly written, and of a musical nature, for the beginner in his first stages. It
is to be hoped that composers of genius and with child sympathy will come forward and supply it.

The present set of little Studies (for the first year, or the second or third year studentship) were written as tentative
examples of what should be striven for—and perhaps Nos. 1, 9 and 5 only are really in accordance with the technical
conditions here imposed on the composer. My main purpose has been to endeavour to stimulate and prompt composers
of perhaps higher genius than myself to provide the educative material on these lines so urgently needed.

TOBIAS MATTHAY.

HasLEMERE, JULY, 1924,






Affectionately to Gwendoline Warren, and her pupil Nina Yudin. 1

FIRST SOLO BOOK

For use as a supplement to Books I & II of
“Pianists First Music Making”
and to
“The Child} First Steps”

I
CHIMES. TOBIAS MATTHAY.

To be played“Weight-touch,with the fist gently clenched. Op. 37.

(@) used sideways—thumb up, therefore without any rotational exertion.

(b) with fist in horizontal position--therefore with the addition of a rotational exertion
towards the thumb. See pp.7, 9 etc.,P. F. M.M. Book I, and page 4,etc.;"Childs First Steps?’

Not too slow, with humour.
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The child should be shown the required keys on the Piano. The Pedal may be held throughout this picce.
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IL
THE WHEEL-BARROW

To be played: TOBIA(S);V%I;{PTHAY.

(@) by fist, rocking from note to note-horizontal position.
(b) by Two Fingers used instead—35 or 24 or 13.

Melodicusly—smoothly.
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ON DADDYS KNEE

TOBIAS MATTHAY.

Op.37.
Not too quickly.
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IV

BIG BEN.

TOBIAS MATTHAY.

Op.37.
Slow and dignified.
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THE BEAR.
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A HUMMING SONG.

TOBIAS MATTHAY.
Gently swaying.

Op. 37.
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VIL !
GLIDING.

TOBIAS MATTHAY.

Op. 37.
A melodic study, not too fast therefore.
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VIIL 9
THE RATTLE.

TOBIAS MATTHAY.

Lively. - Op. 87.
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Do not take the finger off the Key, when repeating the sound.
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Op.37.

TOBIAS MATTHAY.

IX.
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DOLLY’S CRADLE SONG.

Op.37.
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TOBIAS MATTHAY.
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TOBIAS MATTHAY

PUBLISHED

PIANOFORTE MUSIC

Four Novelletten—Op. 1 - - - -
Nocturne in D flat—Op. 3 (new edition) - -
Hommage a Chopin—Op. 4 - - - -
Seventeen Variations—Op. 5§ - - - -
An Autumn Song—Op. 6 - - -
In Spring Time (Three Miniztures)—Op. 7 - (ANGLo-FrencH Co.)
A Summer Day Dream—Op. 8 (new edition) - (ANGLo-FrencH Co.)
A Waltz Whim—Op. 9 (new edition) - - - - - - (ASCHERBERG)
In Winter—Op. 10 (new edition) - - - - - (ASCHERBERG)
Moods of a Moment (ten numbers)—Op. 11 (new edmon) - - (ANGLo-FrencH Co.)
TLove-Phases (Minnelieder) (three numbers)—Op
Monothemes (six numbers)—Op. 13 - - - -

- (ForsytH BRros.)
(EDWIN ASHDOWN)

(ForsYTH BRros.)

- (ForsyTH BRros.)
- (ForsyTH BROS.)

(ForsYTH BRros.)

Lyrics—Op. 14 (seven numbers) - - - - - - - (PATERSON)
Scottish Dances—Op. 15 (four numbers) - - - - - - (PATERSON)
Prelude from Suite of Studies—Op. 16 - - - - (ANGLo-FrencH Co.)
Intermtzzo in E, from Suite of Studies—Op. 16 - - - - (Ricorpi)
Bravura (Finale), from Suite of Studies—Op. 16 - - - - (RIcorpi)

Elves—Op. 17 (new edition) - - -
Con Imitazione—Op. 18 - -
Romanesque—Op. 19 - -
Toccata—Op. 21 - - -
Dirge, from Stray Fancies—Op. 22
Albumblatt, from Stray Fancies—Op. 22 -

- (Weekss & Co.)
- (Weekes & Co.)
- (Weekes & Co.)
(ANGLo-Frencu Co.)
(ANGLo-Frenca Co.)
(AnGLo-Frencu Co.)

8/- complete
4/-
4/-
4/-
3/-
5/- complete
2/-
4/-
4/-
6/- complete

12 (new ed1t1on) (JosepH WILLIAMS) complete 3/- net

3/- net
2/-
4/-
2/-
1/6 net
2/- net
2/-
2/-
2/-
2/-
1/6
2/-

From my Sketch Book. Book I —Op 24 (five numbers) (ANGLO-FRENCH Co.) Complete 5/- net cash

Separately : No. 2, * May Morning ’ ; No. 5, ¢ Terpsichore * - - -
By my Fireside—Op. 25 (five numbers) - -
From my Sketch Book. Book II.—Op. 26 - - - -

Separate : Nos. 2 and 5, 1/6 net ; No. 6, 2/— net
Mood Phantasy—Op. 27 - - - -
31 Variations on original theme in A major and mmor—Op 28
Five Cameos for Miniature Players—Op. 29 - -
On Surrey Hills (five numbers)—Op. 30 - - -
Three Romantic Pieces (Ballade ; Duetto ; Mazurka)——Op 31
Summer Twilights (four numbers)—Op. 32 - - -
Three Lyric Studies—(Op. 33) - - - - -
Toccata, No. 2, in F (Moto Pf‘rpetuo)——Op 34 - - -
Playthings for Little Players (Ten Studies)—Op. 35 -
Toccatina in D (Study in Double Notes). Book I—Op 36
First Solo Book (Nine Ligtle Pieces)—Op. 37 -

Playthings for Young and Old. Book II. (Elght pleces)——Op 3
Ballade in A minor—Op. 39 -

(ANGLo-FrEncH Co.)

(JosEPH WILLIAMS)

- (AUGENER)
(AnGLo-FrencH Co.)
(ANGLo-FrencH Co.)
(ANGLo-FrencH Co.)
(ANGLo-FreEncH Co.)
(ANGLo-FrencH Co.)
(ANGLo-FrencH Co.)
(ANGLO-FrENCH Co.)
(ANgLo-FrencH Co.)
(ANGLO-FrENCH Co.)
(ANGLO-FreNcH Co.)
(ANGLO-FrENCH Co.)

FOR PIANOFORTE AND VIOLIN
A Pampblet—Op. 2 - - - - - - - - (Ep1iTioN CHANOT)

FOR PIANOFORTE AND STRINGS
Quartet in one movement—Op.20 - - - - - - (AncrLo-Frencu Co.)

1 oo

FOR PIANOFORTE AND ORCHESTRA

Concert-Piece, No. 1 in A minor (Concerto in one movement)—Op. 23 (R1corpI)
SoLo, with orchestral accompaniments arranged for a 2nd pianoforte - - -
String parts - - - - - - - - - - - - each

MS. full score and wind parts, etc., on hire from the publishers.

2/- each net cash
- (JoserH WILLIAMS) Complete 3/- net cash

5/- net

5/-

5/- net
3/- net
4/-

2/- each
4/~

3/~

3/- net
3/- net
2/6 net
2/6 net
3/- net
3/- net

4/-

5/- net

5/- net
1/- net





