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CHAPTER I. 

DUPLE TIME. 
(The teacher improvises at the piano.) 

EXERCISES IN WALKING WITHOUT BEATING TIME. 

Prebaratory þosilion.-The upper part of the body and the supporting leg form a 
vertical line. The supporting leg is midway between the points of departure and arrival 
of the free leg-chin drawn in without exaggeration, shoulders lowered, back hollowed without 

exaggeration of the lumbar curve, arms hanging naturally. The free leg is placed in the rear 
at a distance equal to step No. 3. 

Sce page 15: Carriage of the weight of the body. 

FIRST PREPARATORY EXERCISE 

Swing the free leg forwards and backwards, without any contraction, with a pendulum- 

like movement. Keep the ribs raised and the thorax open by the help of the abdominal 

muscles. 

SECOND PREPARATORY EXERCISE. 

(a) Place the free leg in front, first on the toe then on the heel; bring the weight 

of the body forward, transferring it on to the leg which has now become the supporting 
one. The other leg now becomes the free one.

(6) The same backward. 

THIRD PREPARATORY EXERCISE. 

The same exercise as the preceding one, but the thigh of the free leg is raised in 
front until it is horizontal, before being placed on the ground. This is a preparation.for 

the stamp. 

Important observation: The three exercises should be done in all degrees of tempo. 
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THE BAR IN DUPLE TIME. 

with a we ca 
and be interpreted by a heavy accented step followed by a ight one, or by a light sten fai t 

by a heavy one. 

can constitute a crusic or anacrusic bar, i.e., begin with a strong or 

On the first beat the foot strikes 
ground vigorously. 

I. Crusic bar 

he 2. Anacrusic bar 

EXERCISE IN WALKING WHILE BEATING TIME, 

PRBPArATORY ExErc1SE. 

(a) Raise the arm, allowing the hand to hang loosely, then lower 
arm, the hand extended, palm to the ground. Close the hand and stiffen the 
arm during the time needed for accentuation of the beat. 

(6) The same with two arms. 
c) The same alternately. 

(d The same, combined with the preceding preparatory exercises in walking. 

the 

See page 7: Lines of movement. 

Beat 1. Beat 2 

PHRASING AND RESTS. 
Minim () rest. 

Crotchet rest. 

FI Sign of repetition. 
) Sign for the cæsura (the end of one phrase, the beginning of another) 

PHRASING WITH THE ARMS. 

I. Left arm 
rest 

Ir rest Right arm 

, '. 
2. Left arm 

rest 

Right arm rest 

In Exercise 1, the arm is held in Position 2 during the rest. 
In Exercise 2, the arm is held in Position I during the rest (see fig. above). 
3. Left arm 

Right armn 
etc. 
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4. Instead of alternating, both arms make the rest on the same beat 

(a) Left arm and right arm | |YHHH 

Nole-A rhythm can be longer than a bar : 

6. 

During a rest breathing can be controlled rhythmically, eg. : 

7 

See page 18: Sigus for breathing. 

PHRASING WITH THE FEET. 

8. Three bars forward, then one backward f ete 

9. One bar forward, then three backward- +I +ete. 
More dificult exercises to be taken later: The new phrase is begun by the foot which ended 

the preceding phrase, necessitating a sudden transference of the weight of the body backward, 

to make the free leg the supporting one. 

PHRASING WITH ARMS AND FEET. 

Exercises 8, 9, and I1o are to be combined with phrasing with the arms. 

ANALYSIS OF NOTE-VALUES. 

DOUBLE. AND HALF.VALUES. 

The Minim d and Minim by Syncopation 

Execution: On beat 1, step; on beat 2, bend the supporting leg. The free leg remains 

free and makes the next step. 
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There are two kinds of minims 
(I) The minim when the step is more accentuated than the bend | d 

(a) The minim formed by syncopation when the bend is more accentuated than the step JLJ 

The arm beats 

Note-Plastically JIJ is easier than d; musically d is easier than 

These exercises are to be combined with phrasing. (See page 16: Means of Phrdsing. 

QUAVERS.T 

Execution.-Two equal steps are made to one movement of the arm. 

Arms. Feet. 

A crusic bar made of quavers has only one form. 

An anacrusic bar made of quavers has three: 

a. b. 

In (a) and in (c) the arms beat.first, then the step follows. 

coMBINATIONS OF I AND 

5 

TCHETS BY SYNCOPATION N 
Exeeution.-The bend and arm-movements coincide, the step being made between these 

movements. 

Note.-Syncopation is produced either by retardation (the entrance of the step delayed) 

or by anticipation (the entrance of the step anticipated). 

a. Syncopation by retardation: 
. Syncopation by anticipation: AP RH 

In syncopation by retardation the bend is more accentuated than the step which follows 
in syncopation by anticipation the step is more accentuated than the bend. 
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TWICE AS FAST AND TWICE AS SLOW. 

A bar of becomes when taken twice as slow, a bar of 3 Ld J A bar of Decomes 

when taken twice as fast a bar of I L 
NOTE-1n this kind of exercise use should be made of the different lengths ot step 

and movements of the arm described on pages 9 and 12. 

In g the arm beats one beat only for each d and this d is not to be divided in two bya 

bend. Syncopation when it occurs in this time is still to be interpreted by a bend. 

Exercise: I. Four bars 

then four bars 

xercise 2. Three bars 

then three bars 

Exercise: 3. Two bars 

99 

99 

etc: 

Exercise: 4. Exercises I, 2, and 3, making two steps for every arm gesture. 

5. Syncopations in a succession of four bars of 3, then four bars of , then four bars of . 

BREATHING. 

b) h) -3 

C) <--> i) 

d) <> i) 

k) -

-
The same exercises are to be done in the position E- 

See page 18, Signs for Breathing. 
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INDEPENDENCE OF THE LIMBS. 

ete circulat In the following exercises each movement lasts 1or aand each complete 

movement has the value of a whole. bar. 

leg 
The exercises are done with two limbs, e-g., With two arms-one arm and 

one hand and one foot-the head and one arm, etc. 

Independence of limbs-(a) one limb f, one limb f; (6) one limb with Te 

mavements; one limb with extended movements. 
stricted 

EXERCISES IN THE SAME DIRECTION. 

2. Two limbs I. Two limbs 

3. Two limbs 

2 

The movements are very simple. Raising and lowering the arnms, the thighs, the feet, 

the hands, etc., then describing circles, passing through the points of departure and 

arrival and 
Y1 

MOVEMENTS IN CONTRARY DIRECTION. 

The other 4 One 1limb 

The other 5. One limb 

6. One limb The other 

The other 7. One limb 

LINES AND CUrvES. 

The other 
8. One limb 

2 
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9. One limb The other or 

The curve can be horizontal, vertical, oblique, etc. 

All these exercises should also be done with sudden changes of direction, contrólled by 

the hopps of the teacher, eg. :- 

One limb , at hopp ,The other , at hopp v. 
(sce the following chapter). 

EXERCISES FOR DEVELOPING CONTROL AND INHIBITION. 

The pupil walks |J Jforward. The teacher calls hopþ, and the pupil walks| 
I. 

backward, then at the next hopp, forward again. 

2. At hoPÞ the pupil walking Jinterprets the two crotchets by two springs on the 

same toot. 

One arm beats the bar |d J A pupil calls hobp, and the other arm begins to beat 

while the first arm stops. 

Exercises I and 3 are periormed simultaneously. 

At hopp the pupil keeps still for one or more bars, ceasing to beat time. 

5 
Two ways of phrasing are agreed on beforehand. At hopp the pupil changes from 

6. 
one to the other, eg. : 

7. At kopp a instead of J and vice versá. 

8. At hobp instead of J| 

9. The pupil walks JTJJI At hopp he makes a spring forward. 

I0. At hopp the pupil kneels suddenly, then gets up at the next hopp, etc., etc. 

All exercises for independence of the. limbs can be treated as exercises for developing 

control and inhibition, by using hopp to indicate changes. 

EXERCISES IN HEARING. 

I. The teacher plays bars ord or or etc. The pupil steps 

them, and must follow all the accelerandos, ritenutos, crescendos, diminuendos, staccatos, and legatos 

of the teacher's playing. 
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2. The teacher plays a rhythm twice, then the pupil realises it. He stands still while 

the teacher plays a new rhythm. 

The different ways of phrasing should not be forgotten (see page 18). 
The pupils can form two circles one within the other. The inner one 
realises the rhythm, then stops, and the outer one in turn realises the rhythm. 

3 The teacher plays three d's. At the fourth d the pupils 

walkJJ 
4. The teacher plays J's. At the fourth the pupils walk d's or Js. 
5. The pupils are grouped in the middle of the hall with arms raised, and rug bells, 

following the accelerando and rallentando of the teacher 
Pupils grouped in the middle of the hall spring up and dovwn on one spot, following 

the tempo of the teacher's playing. In quick tempo little springs; in slow tenmpo high springs, 
with preparatory low bending. 

IMPROVISATION. 

The teacher asks a pupil to improvise: 
I. Three bars divided into two phrases, separated from one another by a cæsura or break. 

2. Four bars, one of which consists of a minim rest (-): 
3. Any sequence of movements alternating with walking, breathing, or conducting with 

the arms. 

4 A sequence made up of dJor 1 etc. 

After one pupil has improvised, the whole class repeats. 

EXERCISES IN CONDUCTING. 

A pupil stands in the centre of a circle of pupils and beats time 

I. Accelerando and ritardando. 

2. Crescendo and diminuendo. 

The pupils walk in a circle, following the nuances. 

N.B-The pupils should write down in their books or on the blackboard the rhythms studied during the lesson. 

Important Note-The teacher should often vary the tempo in order to accustom the 
pupils to follow the music, but his rubatos should be logical, and the general character of 
the time should be clearly indicated 

Se:I. Marches rythmigues Nos. 1 and 2 (Lausanne: Jobin & Co., No. 780. London: Novello & Co., Ltd.). 
Studies Nos. 1 and 2. 

2 Esquisses rythmiques pour piano (Lausanne: Jobin & Co., No. 1528. London: Novello & Co., Ltd.). 


