





FOREWORD

This book develops precisely one thing —
Technique. Tt is designed to assist the beginner by fam-
iliarizing him with the maliet keyboard, the intermediate
Player by further developing his speed and control, and
the advanced or professional player by helping him to
maintain and selidify his present technique while further
developing sound, touch, endurance, and speed. Another
valuable feature of this book is that it affords the begin-
ning and intermediate student an opportunity to become
more familiar with besic keyboard theory. The studies
within this book employ the major, minor, and whole
tone scales and arpeggios, major, minor, diminished and
augmented triads (all keys), as well as dominant
seventh and diminished seventh chords.

The studies should be practiced as numbered, one
week for cach study.(However, 1 make one exception
to this rule. If the student is an elementary beginner,
having had no previous mallet training, keyboard expe-
rence, or theoretical background, he may study the
scales and arpeggios in the one, two, thme flat and sharp

sequence, rather than in the cb pre-

that the key of four sharps is more difficult 1o play than
the key of one sharp. Most of our difficult problems in
mallei playing to-day are broughi abuui by awkward
patterns, improper sticking, and poor writing for the
instrument — not because of the key signature.

Observe that I have designated three metrenomic
markings for each study. The instructor must decide to
which level (beginner, intermediate, or advanced) the
student should work and, having established this, start
slowly, building up to the prescribed termpo. My years
of teaching have proven that this approach obtains the
best results.

One other. point I would like to clarify. This is
not a method book. Tt is intended to do just what the title

—eeaIgHests $HOREIO technique. By “technique™ 1 refer to

the elements of sound, touch. speed. power, endurance,
and clear rhythmic articulation.

For myself and my own students I use these
studxes for “warm-up” exercises and for developing and

sented here.) I have purposely written all the patterns
in chromatic progression, to eliminate the idea of first
studying C major, then one flat, one sharp, two flats,
two sharps, etc. By studying the keys chromatically, the
student s not allowed to practice all the so-called
“casy™ keys one week (onie to three sharps, one fo three
flats}; and then the following week expose himself to
all the more “difficult” keys (three to six flats, three
10 five sharps). T would also like to discourage the idea

“fast hands”. Upon completion of the book
by the beginner and intermediate student. my suggestion
would be to start again striving for the next higher
metronomic marking, which in turn would produce a
cleaner and still faster technique. Remember. one can-
not everde any aspect of good musical training, All the
problems should be treated accordingly. knowing that
they ¢an all b& overcome by many hours of patient and
diligent practice.

Vic Firth



Study No. 1 ~

The opening study presents the major scale of
every key. If one is a beginner, the scales constitute not
only a technical beginning but a highly important
theoretical one as well. The ultimate tempo marking
for the three levels is indicated below. Obviously une
_does not expect to begin at this metronomic marking.
Practice each scale very slowly at first, beginning with
“the right hand and use alternate sticking throughout.
Care should be taken to balance the sound so that one
d=rzo Beg

hand does not produce more ~ound than the other, Be
sure that you do not make a crescendo as the scale
ascends, or a diminuendo as the scale descends. Never
practice any scale less than 1wo oclaves at a time. The
sticking of the second actave 15 the complete opposite of

«rthe first; consequently, playing the scale one-octave
satisfies only half the requirements. VERY IMPOR.
TANT : Repeat each scales ten times without stoppiung,
then proceed to the next one.
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Study No. 2

is based on a one octave major scale. Again, listen for and strive to

this study

ished in

achieve a balance of sound and steadiness of tempo. Start with the right hand and use alternate sticking throughout.

Practice each exercise ten times withaut stopping.

The pattern establi
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Study No. 3

‘This study presents a four beat, eight bar pattern.
Observe the sticking. In the ascending pattern, start
with the left band and alternate sticking except over
the bar line where you must use a double left. In the
descending pattern, start with the right hand using
alternate sticking ercept over the bar line where you
must use a double right. Of all these patterns, be parti-
cularly careful in the key of C major. Strangely enough,
it is one of the most hazardous for wrong notes. Because
the patterns are uninterrupted by either sharps or flats,

wrrong or repeated notes seem to constantly occur. This is
especially apparent when you are striving for a fast
tempo. Be aware of the diatonic arpeggios being played
— 1, IV, V are major — II, III, VI are minor — and
W1I is diminished. Roman numerals throughout this book
refer to scale steps and not measure numbers. You will
appreciate the value of all this when you commence your
study of theory. As this pattern is quite extensive, one
week's practice should span from C major to F major
inclusive,

N4294
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Study No. 4

This is the continuation and conclusion of study No. 3. This week’

B major. The metronome markings will, of course, remain the same.

s practice includes the keys from Gb through
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Study No. 5

'rlm study utilizes arpeggios oi major chords in
Y On the ding pattern, start

with the left and alternate sticking; while on the de-
scending pattern, start with the right and alternate
sticking. Do not hesitate or make a break over the bar

!.ine. If this occurs, you are obviously attempting to play
it faster than you can control it. Start slowly, familiar-
izing yourself with these major chord erpeggios in
all of the keys — then proceed to develop speed.

Study No. 6

This exercise uses the same pattern as found i
Study No. 5. H y the ding and d ting
pehmnrvpee&edmcemstmdoifourhma In the

N4z94

second part of Study No. 6 the basic pattern is stated
only once. By the completion of this study, any and all
of the major arpeggios should ba at your fiogertips.



Study No. 7

The arpeggio in two octaves, like the scale in two
octaves, creates opposite sticking in the second octave.
Again I point out the value of playing the patterns in
two actaves. To avoid wrong uotes, always practice this

study slowly at first, building up to the desired speed

gradually. Both the ascending and arpeggios

begin with the right stick and use alternate sticking
throughout. In the second part of the study, the mind
and the eyes must actually travel ahead of the hands
to direct the hands to the correct notes. (Refer 1o the
notes of Study No. 18),
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Study No. 8

o now hegin the minor stale patterns using
feth the melodic and harmonic forms. This study con-
“tie aid of e baemenic minor scales, distinguishable by
e rarsed severth wcale step both ascending and de-
cading The hry signature of any minor key is taken

1wt relative smajor. The relative major of any minor
\ \

koo o b sdeternaned by counting up a minor third

(ie. C major is the relative major of A minor: 'h-
relative minor of any major key can be determine Lo
rounting down a minor third (i.e. A minor is the relauve
minor of C major). Start with the right stick and aber-
nate throughout. Practice each scale 10 times withuut
stopping.
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Study

This study contains all of the meledic nunor <ca

we Like the harmenic minor scale. its key smature 15
the same as the relative major — a minor third above
1 difference between the harmonic and melodic minor
cates lies in their alteratwons. Tn the harmone minor
le, the seventh scale step s raised both asornding and

s cending, In the melodic minor scale, the sixih and
< venth scale steps are raised ascending, but a1 lowered

{or made natural) descending The cne rrunor cale that
I bave not mentioned 1 the pare or natucal miwor Thie
scale is simply a minor ~cafe Witiout any alter. e
from its proper key signatnre For ovample. i A o

he ke signature would have ao sturpe o flas et il
scale would go from A to A withan .l we Yo
will note that any descending met le e e

actually the same as the pure or notursd aumme
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Study No. 10

e This study 1 similar to Study No. 2, except that i1 1< in the harmonic minor mode
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Study No. 11

This study is like the preceeding, only using the melodic minor scale. Keeps in mund the tope alicran ne
taise the sixth and severdh scale steps ascending, lower them (or make natural) descendmi
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