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FOREWORD 
Tms book, the only one oi its kind in existence 

as far as the author is aware, has been written in 
the hope that it will furnish a scientific inquiry 

into the examination system, in its special bearings 
on the problems of the music teacher and student, 

and be a guide to the best and speediest way to 
prepare for examinations. 

Whether they agree with the system or not, 

teachers and students-in fact all who are con­
cerned, actively or otherwise, with the study of 

music-are bound to admit that the examination 
system has taken firm root in the training of 
musicians to-day. 

It has been my aim, therefore, in the present 
work to reduce the preparation for musical 

examinations to something as near a constructive 
science as is possible with a subject admittedly 
not free from defects that are inherently insepar­
able from its consideration. The work is so 

arranged as to be of service to candidates, no 
matter what the particular examination in view 
may be or the grade of difficulty. 

If the present book eases the burdens of the 
V 
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candidate and assists him in the task of concen­
tration and the methodical preparation of a 

course of study, it will have fulfilled the intentions 

of its author. 

GLASGOW, 
December, 1932. 

REID STEWART. 
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HOW TO PASS MUSIC 
EXAMINATIONS 

CHAPTER I 

THE EXAMINATION SYSTEM 

THE examination system has been with us so long, 
and its merits and shortcomings canvassed so 
frequently, without ever undermining the position 
of examinations in the scheme of musical educa­
tion, that it is a matter for surprise that no text­
book has previously been written, dealing with 
examinations from a constructive point of view. 

The value of examinations has been debated 
from time immemorial, yet no one seems able to 
suggest any practical alternative. It has been 
argued by those opposed to the system that 
examinations tend to destroy natural interest by 
supplying a rigid curriculum; that they encourage 
undue specialization at too early a stage; that 
they stuff the candidate's mind with ready-made 
opinions; that they encourage cramming rather 
than absorbing knowledge. So far as the procedure 
at examinations is concerned, while most critics 
admit that the tests are now carried o.n under the 
fairest conditions, some aver that the questions 
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are unfair and do not always represent that 
knowledge which is of most worth, and that 
examiners differ considerably in requirements. 
Other critics, proceeding mainly on psychological 
grounds, complain that failure often has a dis­
astrous mental effect on the unsuccessful candi­
date, and that conversely, success often imbues 
the winning candidate with a false sense of his 
own importance. 

But, strong as some of these objections may 
seem, they have not succeeded in convincing the 
majority of musicians that examinations are 
radically unsound. In the opinion of those most 
qualified to judge, the importance of a well-con­
ducted system of examinations cannot be over­
estimated. Not only does the examination 
standard call for a special effort and a consequent 
discipline which otherwise would be completely 
wanting, but it also provides a test of the progress 
of the pupil. It searches for :flaws, and indicates 
particular shortcomings and weaknesses. Among 
younger students especially, the element of com­
petition which is inseparable from the examination, 
brings with it an added zest which is all to the 
good, inspiring, as it does, greater interest and 
enthusiasm. 

Because of the comparatively high standard of 
performance required at reputable examinations, 
the candidate knows that if he wishes to pass, 
he will need to offer a perfect performance. The 

-. 

THE EXAl\lINATION SYSTEM 3 

necessary period of preparation provides an artis­
tic and technical equipment which would, in the 
great majority of cases, never be acquired at all 
in the absence of some such compulsitor as an 
examination in the background. 

Furthermore, the examination system certainly 
tends to improve the standard of teaching gener­
ally. Obviously, the teacher who has repeated 
failures will suffer in public esteem when com­
pared with the one who has as many successful 
candidates to his credit. The great advantage to 
be derived from an expert examiner giving an 
unbiased opu:iion on the work of the candidate is 
as much the judgment of the teacher's methods as 
the pupil's achievement. Some music teachers 
make a habit of sending in "reports" to parents 
on their children's progress every term. But often 
in these cases such a report is not a fair test of 
abilities and talents; as the teacher is his own 
judge, the test is largely a farce. The opinion of an 
outsider is far more reliable, and this alone is an 
argument clearly in support of the examination 
system. 

The Abuse of Examinations. 
That the examination system can be, and often 

is in fact, abused is only in the nature of things. 
Some of these abuses are merely the by-products 
of careless teaching methods, or the consequences 
of " cramming," while others again are inherent 
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in the system. Yet it would hardly be fair to 
condemn the entire system of examinations 
because of a few shortcomings. 

A good deal of the misuse of examinations is 
due to thoughtlessness in the first instance. 
Naturally, the examination, calling as it does for 
a special period of intensive, disciplined study, 
tends to confine the candidate's activities to work 
connected only with the examination requirements 
as s~t forth in the syllabus. If the pupil does 
nothing but the work detailed in the curriculum 
then his outlook is confined within a rathe; 
narrow path. This objection is not very serious 
when we take into consideration the fact that all 
modem examinations require evidence of satis­
factory powers of sight-reading, which assures the 
examiner that a good proportion of the candidate's 
time has been spent in "reading," rather than in 
confining himself to the chosen test pieces. 

For some types of mentality, the examination, 
with it~ suggestion of a nervous ordeal, reacts very 
badly, m the same way perhaps as a dentist's sur­
gery reacts on nervous subjects. It would be absurd 
to sugge.st, however, that because certain people 
become ill when confronted with a dentist, there­
fore dentistry ought to be compulsorily abolished f 

Yet, the teacher would do well to consider the 
case of the nervous subject and avoid rushing such 
students into examinations where more harm is 
likely to result than good. 
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One of the evils arising out of the examination 
system is the bogus college. That such institutions 
exist merely to snatch fees from guileless candi­
dates is undeniable. At the same time it is foolish 
to go to extremes, as some musicians do, and hold 
that only the Royal Academy of Music and the 
Royal College of Music ought to be permitted to 
award diplomas. 

The candidate should decide for himself which 
diploma or degree is likely to prove of most 
assistance, and for this purpose should acquire 
the syllabus of the leading colleges, and after 
comparing their various requirements, determine 
which will prove most suitable in his own case. 
A list of representative institutions is appended to 
the present chapter. 

The Value of Musical Degrees. 
The chief value of the musical degree is that it 

provides a qualification, a definite hall-mark of 
efficiency. In these days of specialization, the 
public demands evidence of education and first­
class training, and this is usually only available 
through the possession of one or more of the 
recognized diplomas. 

The value of these degrees lies in the faith which 
the public at large reposes in them as evidence of 
qualifications and musical training. Furthermore, 
most examinations conducted nowadays under 
the auspices of responsible bodies are more than 
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tests of mere knowledge of musical technique and 
learning. The examiners take into consideration 
such factors as suitability of the candidates as 
far as general education is concerned, reliability, 
adaptability, mental alertness, smartness, pres­
ence of mind, etc. This tends to eliminate 
potential musicians, without these abilities, from 
actively engaging in the profession. 

The examination system, too, has proven a 
boon to women in the musical profession. Women 
musicians have very frequently had to fight 
against blind, unreasoning prejudice. Not the least 
disadvantage has been the fact that, in years past, 
especially among orchestral players, the slander 
has been constantly repeated that women are 
unable to hold their own in orchestras. Now 
that many women hold important qualifications 
obtained under the most stringent examination 
conditions in open competition with male candi­
dates, it is being realized that women are equally 
as capable as men. 

There are many openings where women are 
favoured more than men: as, for example, in pre­
paratory schools as music mistresses. Here a 
degree is a necessary qualification. 

The Hi~her Examinations. 
It is for the candidate to decide ultimately 

which shall be his choice of degree. Among the 
important colleges it is hard to say which carries 
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the greater weight professionally. Many teachers 
find that a combination of degrees,such asF.R.C.O. 
(Fellow of the Royal College of Organists), L. R.A.M. 
(Licentiate of the Royal Academy of Music), and 
A.R.C.M. (Associate of the Royal College of Music) 
is by far the most useful in practice. 

The more difficult the standard of examination, 
the more useful the qualification will be profession­
ally. Indeed, some of the degrees (for instance, 
the Mus. Doc. degree of such a University as 
London) are really impracticable because they 
in,volve too long a period of study for any one but 
a research scholar. 

But this is only true of higher university degrees 
in music, where the tests are purely theoretical, 
without any reference to practical matters. In 
the case of the diploma examinations of the 
leading colleges and academies it can safely be 
said that they are well worth studying for; they 
represent a tangible qualification that not only 
serves as a guarantee of the efficiency and musical 
ability of the person who holds them, but the 
work and discipline involved in a course of study 
for these higher examinations acts as an unrivalled 
stimulant to the candidate. 

The Age of Entrance. 
There is no reason to suppose that examinations 

exist only for the young music student. In so far 
as they are a test of ability and a guide to the 
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ratio of progress they should be used by music 
students of all ages. 

It is a great mistake to regard examinations 
solely in the light of a terrible ordeal: primarily, 
they exist for the purpose mentioned, and they 
should be used to this end. Naturally, as the adult 
student has usually less time at his disposal for 
practice, it will be necessary to foreshorten, in 
some ways, the period of preparation. In many 
ways this is very easy to achieve, for the adult may 
dispense with many of those aids and incentives 
to practice which are so necessary in the case of 
young children studying music, and may save in 
this way a considerable period of time in study. 

Generally, there are two kinds of adult examin­
ation candidates (I am using the term" adult" to 
distinguish the case of a candidate whose age is 
considerably in advance of the average, for example, 
about 30-40 years old): (a) the efficient musician 
who desires to acquire an additional qualification 
in music, or who wants to prove his abilities by 
obtaining a diploma, and (b) the adult who is only 
studying music at present, that is, not a musician 
already qualified. 

The first type is easy to deal with, having been 
trained for music. But the second category is not 
always so easy. As the adult bas usually by this 
time acquired set habits of practice, etc., it is 
often difficult to persuade him to adopt the dis­
ciplinary methods of the examination candidate. 
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Yet if he wishes to succeed, he will need to adapt 
himself to those regular habits of study and 
practice which are so necessary to all candidates. 

Adult students need not be discouraged. Their 
worst difficulties will usually be nervousness and 
sight-reading, subjects treated in detail in subse­
quent chapters of the present work. 

As an instance of what perseverance can effect, 
the Musical Standard some years ago gave parti­
culars of a rural postman who, although commenc­
ing the study of violin at the rather mature (for a 
string player) age of twenty-five, succeeded within 
a few years in passing the Fellowship and Licentiate 
diploma of two colleges of music. This case, not by 
any means isolated, shows what can be achieved 
by dint of concentrated effort. 

MUSICAL COLLEGES AND INSTITUTIONS 

THE ROYAL ACADEMY OF Musrc, 

York Gate, Marylebone Road, London, N.W.I. 

THE ROYAL COLLEGE OF Musrc, 

Prince Consort Road, S. Kensington, London. 

THE ROYAL COLLEGE OF ORGANISTS 
I 

Kensington Gore, London, S.vV. 

THE GUILDHALL SCHOOL OF Musrc, 

Victoria Embankment, London, E.C-4-
•- l2.42s1 
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THE TRINITY CoLLEGE OF MUSIC, 

Mandeville Place, Manchester Square, 
London, W.I. 

THE LONDON COLLEGE OF MUSIC, LTD., 

Gt. Marlborough Street, London, W.r. 

THE COLLEGE OF VIOLINISTS, LTD., 

Central Buildings, Westminster, London, S.W.r 

THE ROYAL MANCHESTER COLLEGE oF Music, 

Manchester. 

THE SCOTTISH NATIONAL ACADEMY OF Musrc, 

Glasgow. 

CHAPTER II 

PREPARING TO STUDY FOR EXAMINATIONS 

IT will be perfectly obvious, even to the most 
inexperienced candidate, that the period of pre­
paration before an examination is the one 
determining factor in his ultimate tests. 

Precisely what period ought to be budgeted for 
in preparing for the ordeal of an important 
examination depends in the main on considerations 
which are far too often the result of individual 
training to be seriously discussed in the present 
volume; it should be remembered, however, that 
it is better to allow too long a period of preparation 
than too short. 

System of Practice. 

A system of practice will result in much quicker 
and surer progress than is the case where the 
student indulges in sporadic efforts. Especially 
where examinations for diplomas are concerned, it 
is preferable to adhere strictly to a pre-organized 
plan of study. 

It is necessary to have a schedule of the time 
to be allotted to the study of the various require­
ments in the curriculum; and it is best to divide 
the period of time at the student's disposal into 
sections, and allocate at least half an hour per 
day to each. This applies, of course, only to the 

II 
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private student. Those in schools and colleges 
are bound to adhere to the curriculum. 

The time to be allotted to practice varies. Most 
examinations, such as the L.R.A.M., A.R.C.M., 
F .R.C.0., call for an admixture of theoretical and 
practical subjects. The course of study in the 
practical subject and the necessary reading in the 
theoretical branch will require to be drafted out, 
having in view the considerations of time available 
and individual idiosyncrasies. 

Time was when players practised considerable 
periods on end without a stop. One hears of 
musicians who practised as much as fifteen hours 
a day. That such practice is positively harmful 
is the general opinion of music teachers nowadays. 
Shorter hours are the general rule, but greater 
concentration. 

The Art of Practising. 
The cardinal virtue of practice is that it is an 

admirable means of self-discipline. It teaches us 
to realize our limitations and shows our short­
comings and failings in a manner that we are not 
likely to forget easily. 

It is as well to remember that practising and 
playing are not the same thing. Practising indeed 
is a form of building, of making, of creating : 
playing is the finished product. 

That practice is irksome will be admitted by 
most teachers and students; yet it is an absolutely 
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necessary qualification to progress. Most young 
students would scarcely be human if they did not 
occasionally rebel against the drudgery of practice. 
Yet it is precisely this exertion of will power and 
the effort required in conquering the inherent in­
clination to follow the line of least resistance that 
makes practice as much a valuable training of 
the mind as of the fingers. 

Revision is, of course, an essential part of the 
practice: without revision practice ceases to 
possess its importance. 

Practice does not consist merely in repetition : 
it is something more, a combination of logical 
analysis and concentration, together with an 
auto-suggestive determination to improve at all 
costs. Difficulties must be analysed, and the 
stumbling block isolated and removed. It is far 
more useful to select the most difficult and in­
tractable passages for practice, than to remain 
content to repeat aimlessly the whole movement. 

Thoughtless repetition often passes for practice, 
but the intelligent student will do well to be. on 
his guard against this form of self-delusion. If 
repetition is persisted in for too long a period, it 
becomes automatic and correspondingly valueless 
as a means of training. 

Regularity the Watchword. 
Practice must be regular; haphazard or irregu­

lar periods of practice lead nowhere, and the only 
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satisfactory way of assuring a constant ratio of 
progress is by adhering consistently to a given 
period of practice. Make your practice hours as 
fixed as your meal-times and you will soon fall 
into the habit of regular practice. 

Fatigue is nature's warning signal that the 
practice is beginning to tell on the nervous system. 
At the first signs ofreal physical fatigue (not merely 
discomfort, note!) the student should relax his 
efforts and so enable the muscles involved to 
recuperate. 

It is very necessary to see that practice is not 
overdone. You will not go far unless you realize 
that the matter of health is one of primary 
importance. Do not fatigue yourself, and make a 
point of taking exercise every day. Cultivate the 
habit of a daily walk, preferably in the country; 
if you are studying the history of music, you can 
combine your "morning constitutional" with a 
self-questionnaire of your previous knowledge in 
the subject. 

The ability to practise is also determined to 
some extent by considerations of temperament. 
There are some students who seem congenitally 
incapable of secluding themselves in the study, and 
devoting long hours to serious practice. Others, 
again, find it difficult to tear themselves away from 
their instrument when once they have become 
absorbed in the practice of the day. 

Those to whom practice is a bore are clearly 
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in need of intellectual stimulus in their work: 
they will require to cultivate their latent powers 
of concentration. No one is without the ability 
to concentrate: it is present in every one, but 
often it is never given a chance to be trained. 

It is patent that the mind must be brought to 
bear on the problems that crop up during practis­
ing: this means that mind wandering must be 
banished. Do not let your mind become distracted 
by extraneous thoughts, but keep your intelligence 
fixed on the matter under consideration. Think 
how you intend to play every note before you 
actually play it: leave nothing to guess-work, but 
see that your fingers and muscles are co-ordinated 
under control. 

Certain technical difficulties to be met with in 
all types of music call for specialized treatment. 
Thus, in pianoforte playing, octaves and staccato 
demand extra practice, and in drafting the 
schedule of practice, allowance should be made 
for these special difficulties. The encouragement 
to be derived from the contemplation of successful 
practice is enormous, and is perhaps even more 
valuable than the actual practice itself. The 
realization that we can play a piece of music 
to-day, after weeks of practice, that would have 
been impossible before, is a tremendous incentive 
to continue in the search for technical perfection. 

There must be a definite routine, from which 
the intending candidate should never depart unless 
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absolutely compelled to do so. Nor should practice 
be regarded as a burden, for the mind in such a 
case will gradually begin to occupy itself with 
other matters, in order to relieve the tedium. 

Accuracy an Important Consideration. 
Practice is quite meaningless unless it is carried 

out with the intention of securing accuracy 
throughout: accuracy of note and time values, 
accuracy of phrasing and accuracy of interpreta­
tion. To this end practice should always be intelli­
gent: the student should assume the role of critic at 
his own performance, determined to check any 
departure from the normal standard of accuracy. 

Speed of progress, while not essential, is often 
a consideration in studying for examinations, 
where the student is, in a manner of speaking, 
"working against time." If the particular exam­
ination in view is really too near at hand to permit 
of its being encompassed, without falling into 
slipshod methods and bad habits through the 
inability to spend time on their correction, then 
it is better to postpone the examination. 

Bad habits are easily acquired, and it should be 
part of the student's daily routine to scrutinize his 
finished work with meticulous care, and discover 
any traces of imperfection, any awkward slips of 
technique, or any flaws of interpretation which 
mar the artistic and logical continuity of the work. 

Sometimes these bad habits are due to mere 
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inexcusable carelessness, and sometimes they are 
attributable to lack of supervision on the 
teacher's part. It often happens that a teacher 
will allow a pupil to march on from lesson to 
lesson at a pace that is really too quick to yield 
good and lasting results. This is rather a matter 
for the teacher than the student, but as this book 
will doubtless be read by both, it is deemed 
advisable to call attention to the fact that 
practice should be so planned as to be well within 
the student's physical and mental capacity. 

Slow Practice : Its Uses and Abuses. 
Those teachers who have made a deep study of 

slow practice, that is to say, the practising of 
works at a much slower tempo than usual, assure 
us that the benefits that accrue from this procedure 
are enormous. 

The brain must be allowed its own pace at 
which to assist the purely muscular activity, and 
it is in slow practice that the mind can afford the 
most valuable assistance. 

This slow practice has the inestimable benefits 
of enabling the player to take stock of his 
deficiencies: he is able to take time to think, with 
the result that he is often able to do in an instant, 
after having carefully studied his shortcomings, 
what in the case of another, who does not trouble 
to reflect so conscientiously during his practising, 
would probably take hours, or even days, to master. 
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In some cases slow practice will be out of the 
question, owing to the small margin of time left 
at the student's disposal for the purpose of getting 
up examination requirements. This is often the 
case in school and certificate examinations, of the 
type of the Associated Board, especially where the 
candidates are young pupils, eithertaughtatschool, 
or whose school duties absorb so much of their 
time as to leave little opportunity for t he music 
teacher. This is one of the unfortunate drawbacks 
of the examination system, that it encourages 
"cramming" and hurried preparation ; yet the 
teacher should strive to ameliorate, as far as 
possible, these pernicious effects by means of a 
scientifically planned system of practice. 

Emotion and Interpretation. 
As marks are awarded and deducted on a 

generous scale for style and interpretation, it 
behoves the student to take particular pains with 
the interpretative side of his practice. The old 
notion that interpretation was a species of 
maudlin sentiment thrown in the music, at the 
pleasure of the performer, with little regard to 
logic or principle, is now thoroughly exploded. 

That there are laws of musical interpretation 
which are as susceptible to definition as, for ex­
ample, the laws of psychology, has been demon­
strated beyond a shadow of doubt. Even a cursory 
glance at such a volume as Mr. Tobias Matthay's 
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revealing work entitled Musical Interpretation 
will be sufficient to convince the impartial observer 
that a performance suffers nothing from having 
its interpretative side carefully prepared and 
regulated beforehand. 

Such matters as tempo, rhythm, dynamic 
variants, ritardandi and accelerandi, as well as the 
phraseology of the work to be performed, are all 
matters that can be carefully regulated. In 
modern examinations, where the spirit, rather 
than the letter, of the performance is looked at, 
particular attention should be paid to rational 
interpretation. 

An important factor for the pianist, which is 
to some extent a matter of interpretation, is the 
acquisition of a beautiful touch. I cannot do 
better than quote the ipsissima verba of an 
eminent soloist, while on the subject of piano 
1touch. "Touch," observes M. Ossip Gabrilowitch, 
1the famous Russian virtuoso, "is that distinguish­
Jing feature which makes one player's music sound 
different from that of another: it is touch that 
dominates the player's means of producing 
dynamic shading or tone quality. I know that 
many authorities contend that the quality of 
tone depends upon the instruments rather than 
the performer, yet I am reasonably confident that 
:if I were to hear a number of pianists play in 
:succession upon the same instrument behind a 
:screen, and one of thrse performers were my 
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friend Harold Bauer, I could at once identify his 
playmg by his peculiarly individual touch. In 
fact, the trained ear can identify different indi­
vidual characteristics with almost the same 
accuracy with which we identify voices." Touch 
is quite as much a matter of careful training as a 
brilliant technique, and pianoforte students should 
not overlook it. 

The Use of the Metronome. 

The question of tempo is all-important for the 
candidate. Whether the test piece is an etude, or 
a sonata, it is equally desirable to have a sound 
idea as to the precise speed at which a work 
ought properly to be taken. 

No doubt the choice of a tempo is occasionally 
a matter which falls to the discretion of the player; 
yet generally the tempi of such standard works as 
are most likely to be chosen as examination tests 
for candidates are fairly well established by 
tradition and usage. 

In the playing of studies and scales the 
metronome is invaluable, and all students should 
take care to practise these with the instrument 
regularly ticking off the measures. 

But in solo pieces, especially those in which the 
element of tempo rubato dominates, it is better to 
use the metronome at the beginning merely as a 
guide, and later to discard it. The metronome is 
an invaluable instrument if it is used with 
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caution. The careful use of this piece of mechan­
ism will fortify the candidate to whom general 
indications such as allegro, andante and moderato 
convey nothing satisfactory. 

No two composers hold exactly the same views 
as to the precise value of these generic indications 
of tempo: they are far too vague to be anything 
more than a mere indication, the exact deter­
mination of which is left to the discretion of the 
performer. It has been pointed out by a music­
ologist writing in the early nineteenth century 
that the extreme divergence between the ren­
ditions of similar tempo indications in the works 
of various composers, left the accurate predeter­
mination of a given tempo, far too often, a matter 
of whim or caprice. He cites the parallel cases 
of Cherubini, who played an allegro movement at 
a pace equivalent to M.M. J = 50, while Clementi 
played the same piece at the rate of J = 126. 
A glaring instance occurs in the collected works 
of J. B. Cramer, where moderato is sometimes 
equal to J = 63 and sometimes J = n6. The 
disparity is enormous, and indicates the relativity 
of the old Italian indications, which are not 
sufficiently definite for modem examination 
purposes. Gretry used to remark : " I am so con­
vinced of the insufficiency of ordinary Italian 
indication that I believe that a composition 
written in Amsterdam, marked allegro, would be 
played andante in Marseilles." 
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Hence the universal success with which the 
invention of the metronome has met. The metro­
nome of Johann Nepomuk Maelzel is the instru­
ment in general use to-day, and since its discovery 
in 1815, it has never been superseded. When it 
was first introduced, it received a unanimous 
welcome from musicians of eminence such as 
Cherubini, .Mehul, Kreutzer and Kalkbrenner, and 
when the instrument was first exhibited in England 
in 1816, it was warmly received by all the leading 
musicians of the day, who publicly declared their 
intention to use in future only metronome indi­
cations instead of the old I talian marks. Among 
the composers who endorsed this were Bishop, 
Cramer, Clementi, Hummel, Moscheles, Spohr, 
Beethoven and Salieri. 

Authenticity of Metronome Markings. 
So that there is every reason to regard metro­

nomic indications since 1816 as being authentic, 
although there have been notorious instances of 
composers who use misleading metronome marks. 
Schumann, for instance, was known to use a ma­
chine that was out of order, and, in the sequel, his 
own registration is invariably incorrect, and of no 
value to the examination candidate. 

In the absence of a metronome, the watch or 
clock is quite a reliable substitute. As a general 
rule, it can be stated that the indication J = 150 

is approximately equivalent to two crochets to 
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each tick of the clock or watch. The other 
divisions can be easily found by dividing or 
multiplying this unit as the case may be. 

It is important to remember, however, that 
metronome marks are not rigid fixtures never to 
be departed from. Like the Italian expressions, 
they are only guides, and a wise student will take 
care that he does not bind himself to the ticking 
of a metronome, especially in slow movements. 

The Gramophone as an Aid. 
The gramophone, to say nothing of the radio 

and player-piano, is an excellent mechanical aid 
to the candidate. As practically all the current 
test pieces are recorded, often in several alternative 
versions, by great soloists, it is patent that there 
is here a splendid stimulus for the keen student. 

Especially in the matter of interpretation is the 
gramophone invaluable for all examination candi­
dates, vocalists and instrumentalists alike. Those 
who are reading for theoretical examinations, 
such as history and orchestration, will find the 
gramophone a priceless asset. 

The gramophone is extremely appropriate to 
examinations in schools, where music is part of 
the normal curriculum, and in training colleges 
for teachers, as well as in ordinary primary and 
secondary schools. 

It is an excellent means of stimulating interest 
in musical history. Palestrina, Byrd, Purcell and 
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Gluck, composers who are far too often mere 
names in the normal life of a music student, 
become living actualities when their representative 
works can be heard in the classroom or in the 
studio through the medium of the gramophone. 

Those studying for diplomas in conducting will 
find that the various recordings of orchestral 
masterpieces constitute an invaluable course for 
becoming acquainted with the typical orchestral 
masters. 

How to Study the Theoretical Subjects. 

Theoretical subjects suffer largely from the oft­
expressed, yet fallacious, dictum that" theoretical 
subjects ought to be learnt theoretically." It is a 
mistake to imagine, as so many students do, that 
harmony and counterpoint are merely dry-as-dust 
examples of pedantry. On the contrary, it cannot 
be too strongly emphasized that the study of the 
theoretical side of music, such as harmony, 
counterpoint, canon and fugue, etc., is not a. 
lifeless pursuit, but work of a highly absorbing 
kind. 

These subjects are not to be treated as arith­
metical problems, but as matters of aesthetics. 
They are all part of the current vocabulary of the 
composer, and should be regarded as a means of 
training the creative mind to express itself in 
musical composition rather than as a dull pursuit, 
only to be tackled because examiners require 
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students to know "ham1ony so far as the dominant 
seventh and its inversions." 

We live in an age that pays greater respect to 
actual creation than theory; and it is of far greater 
importance to realize why a composer writes as 
he does, than merely to accept textbook rules as 
gospel truth. If the study of these theoretical 
subjects is to be at all valuable, the student will 
do well to occupy himself with an earnest and 
original research into the most representative 
works of the great masters : let him take great 
works and analyse them, not in the spirit of a 
surgeon dissecting a carcass, but as an explorer 
striking new territories. 

History should not be neglected, because by its 
light we are enabled to solve many myst~ries 
which would be otherwise impenetrable. 



CHAPTER III 

THE PRACTICAL EXAMINATION 

IT may seem a trite point, but nevertheless I wish 
to emphasize the necessity for being thoroughly 
au Jait with the requirements of the examining 
bodies as set forth in the current syllabus. 

It would surprise the reader to know how many 
candidates actually go into the examination room 
v.rithout ever having so much as glanced through 
the syllabus beforehand. 

The candidate should always familiarize himself 
with the requirements, otherwise he is in danger 
of being caught unprepared in some vital detail. 
It is also important to read the ciirrent syllabus 
as requirements frequently change from year to 
year. 

Selecting the Tes t Pieces. 
If candidates could only inquire into the reasons 

that compel the examiner to deduct marks, they 
would find that considerable numbers of lost 
marks are attributable to an inappropriate choice 
of test pieces. This is not always the fault of the 
candidate himself. In many cases the teacher is 
to blame, because it is he who chooses the test 
pieces on behalf of the student. The matter is 
so• important, however, as to justify special 
consideration. 
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As a general rule, in most examinations to-day, 
there is almost an embarrassment of test pieces 
from which to make a choice. In making the final 
decision, regard must be had to several determin­
ing factors. It is not enough to feel that you like 
a certain piece and select it as a test merely 
because of that. The suggested piece should be 
examined in detail. Does it contain any awkward 
passages that are practically bound to spell 
disaster? Is it very slow, and will it only sound well 
on an extremely good piano? (A good deal of the 
music of Debussy comes within this description.) 
If it demands an extremely well-conditioned 
instrument in order to do it justice, then it had 
better be shelved, and another piece substituted, 
for the candidate is not always certain to secure 
a good instrument in the examination room, 
especially at local centres. 

A candidate should not attempt music that is 
beyond his limitations, either technical or inter­
pretative. An examiner does not "make allow­
ances" for differences of mental and technical 
development amongst candidates. The candidate 
is expected to select test pieces that are within his 
abilities, and this is a matter which should be 
dealt with at the very outset. 

Working Up to " Concert P itch." 

Test pieces are, of course, the chief means 
whereby the examiner assesses the general 
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musical ability of the candidate. The test piece 
reflects all the talents of the candidate as well as 
all his deficiencies. It is in the test piece that the 
examiner probes the weaknesses, and is able to 
detect flaws which will adversely affect, not only 
the specific solo, but the general style of the 
student. 

It is most essential to insist that test pieces 
do not suffer from excess of interpretation .. Far 
better to play everything rather prosaically, yet 
perfectly in tempo, and with accurate technique, 
than to concentrate exclusively on the inter­
pretative side. The examiner usually looks more 
for a satisfactory technical ability than for a 
concert artist's mature imagination. 

The candidate ought to see that his playing is 
clean and legitimate. Particular attention must 
be paid to the manner of performance ; for the 
examiner is quite as interested in the methods as 
in the result. 

But test pieces are not the be-all and end-all 
of musical examinations. The set studies consti­
tute a most important part of · the tests. The 
study or etude is usually confined to a particular 
technical difficulty, from the more or less simple 
studies of Czerny, to the involved and elaborate 
concert eti,des of Liszt and Chopin. (I am speak­
ing here of the pianoforte, but the same principle 
applies with equal force to string instruments, as 
for instance in the case of the violinist : his easier 
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studies are those of Kayser and Mazas, while his 
concert studies are the" 24 Caprices" of Paganini.) 
Every day of the period of preparatory practice 
should sec at least an hour devoted to the study 
of one or more of the examination studies. In 
practising studies, tempo is most important. Slow 
practice of technical exercises scarcely improves 
the defects to any appreciable extent. 

Ear Tests and Aural Training. 
One of the leading tests demanded under modem 

examination conditions is the aural test. It is 
increasingly obvious that the aural test is coming 
to mean more every year in the musical examin­
ation, and the candidate who wishes to make 
certain of success will do well to cultivate a perfect 
ear. 

The usual test is calculated to determine the 
candidate's receptivity to given harmonic passages, 
but at the same time, the student should not lose 
sight of the fact that rhythmic tests, connected 
with tempo and note values, are becoming more 
common at examinations. 

More than any other subject in the curriculum 
is the ear-test dependent on careful training. For 
at least six months prior to the examination, the 
candidate should be incessantly drilled in the type 
of test which is likely to occw·. Cadences should 
be so learnt as to be immediately recognizable, no 
matter in what form they may be presented. The 
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candidate should possess an extremely sound ear 
for tonality, so as to be able immediately to detect 
any key in which a particular test is played. 

There is a special diploma in aural culture 
(pre-eminently suitable as a qualification for 
music masters in schools) awarded by the Royal 
College of .Music. Quite apart from diploma 
examinations, attention is being paid to the 
importance of aural tests in examinations by 
bodies, such as the General Schools and l\Iatricula­
tion Examination (London University), not exclu­
sively concerned with music. It is gradually being 
realized that the ultimate test of musicianship lies, 
not so much in the paper work tests or purely 
theoretical subjects, as in these anral tests. The 
usual types of test in the non-diploma examina­
tions are: (1) singing a simple tune at sight; 
(2) writing from dictation a four or eight-bar 
phrase; (3) writing down in musical notation 
certain rhythms tapped, or played, by the Exam­
iner; (4) naming the keys through which a given 
modulatory passage passes. 

The singing test is fairly easy. Naturally, the 
examiner does not expect a good or pleasing ,·oice. 
All that he requires is some eYidence of a scn5e of 
pitch and rhythm. The compass of the tune is 
usually within an octave range, and is generally 
diatonic. 

The cadences are absolutely essential and they 
usually present the greatest obstacles to candidates. 
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It is necessary to stress the importance of tbe 
cadence as a sort of musical punctuation mark, 
like a comma or full-stop. Also the three primary 
chords must be well known in all the various 
inversions. 

It is not necessary to make an elaborate study 
of harmony in order to acquire the necessary 
skill in ear tests. All that is essential is to hear 
repeatedly the various kinds of cadence, such 
as Perfect, Plagal, Imperfect, and Interrupted, 
played in various keys and with different rhythmic 
values. The car should also be trained to recog­
nize intervals without hesitation: this portion of 
the ear-training is quite as important as the 
cadences, yel many candidates seem to be incap­
able of naming intervals correctly. 

The Danger of Overwork. 

One of the worst evils of the examination system, 
and one which more than all the others calls for 
special mention, is the danger of overworking. 
There is always a tendency in many pupils to 
over-exaggerate the importance of the occasion 
and the magnitude of the task before them. Such 
candidates pre-occupy themselves to such an 
extent with the examination requirements, that 
eventually mind and muscles alike become tired 
and ref use to function normally. This is a bad 
sign, indicating that too much time is being used 
for practising lite same type of work. A little 
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variety will make all the difference between a 
jaded mind, and one that is alert and ready for 
everything that comes before it. 

The time spent in preparation for an examin­
ation is always something of a formidable ordeal, 
for usually, the position is such that time is all­
important. Not being able to" take things easily," 
the candidate is inclined to over-tax his powers of 
endurance by too much preparation, often more 
pemicious in its far-reaching effects than too 
little. 

The danger lies in the fact that spontaneity 
of interpretation, elasticity of technique and the 
healthy vigour of the playing tend to vanish, 
leaving a player whose faculties are befogged, and 
whose nervous system has lost its vitality. 

It cannot be too strongly emphasized that the 
candidate must retain a high standard of physical 
stamina, and should be in perfect health : in 
the absence of these physical conditions the pres­
sure of training may well lead to severe illness and 
nervous prostration. 

CHAPTER IV 

THE THEORETICAL EXA1,IIN A TION 

QUITE apart from the purely theoretical examin­
ations such as Mus.Bae., L.R.A.M. (Theory) and 
L.Mus.T.C.L., etc., all practical examinations now­
adays also require certain elementary theoretical 
subjects, generally the rudiments or grammar of 
music, and an elementary knowledge of harmony 
up to the dominant seventh. 

To many candidates the theoretical portion of 
the test constitutes the bete noire of the whole 
examination. This is largely due to the irrational 
method of preparing for the test that is commonly 
employed. Far too many students divorce the 
theoretical from the practical side of music, with 
the result that they are on terra incogni'f when 
they come to be examined in such su'Jjects as 
analysis, harmony, counterpoint, etc. 

It should never be forgotten that what is 
colloquially referred to as "theory" is really the 
scientific basis of the art of composition-com­
position reduced, in a manner of speaking, to 
rule. Students are asked to learn this theoretical 
part, not because they will be required to com­
pose, but because as players, singers, or teachers 
they will be called on to interpret and teach the 
works of the great masters. Without an intimate 
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knowledge of the subliminal processes of composi­
tion, they will not be in a position to teach or 
play with anything approaching authority. In the 
absence of a knowledge of form, for instance, any 
performance tends to become meaningless, de­
genera ting into parrot-like repetition. Hence the 
necessity of familiarizing one's self with all those 
branches of music comprehended within the con­
venient description "theoretical.'' 

"Theory " ought to be studied hand in band 
with the more practical matters. Every new or 
strange scale, any unusual harmonic progression, 
should be studied and "looked up." In this way 
"theory" ceases to be a dry-as-dust cerebral 
study, and becomes something of living and vital 
interest. 

Again, in the matter of continental expression 
marks, it is almost inconceivable how many 
players and singers continue to struggle on, 
without knowing accurately the meaning of the 
various indications with which they meet in the 
printed copy. Yet it is the easiest thing in the 
world to look up all strange terms in the dic­
tionary, and to commit the definitions to memory. 

Form, too, ought to be approached from this 
practical angle. Most examining bodies require 
candidates for diplomas to be able to analyse their 
test pieces. This work should be done while study­
ing the test preparatory to the examination: the 
analysis should not be made in a cold-blooded, 
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purely bookish way, but should be the result of 
actual contact with the music; for an analysis 
made when playing, under musical conditions, is 
of far greater value than a mere splitting up, on 
paper, of the music into its component parts. 

As theoretical examinations are conducted 
practically throughout by means of papers, it is 
advisable to put in a good deal of practice in 
answering representative questions and correct­
ing the answers, carefully noting any mistakes 
made. In such subjects as history of music and 
analysis this course is very necessary. Specimen 
papers, actually set at past examinations, are 
easily obtainable from the various colleges and 
institutions. 

It would be a good thing il the worked solutions 
of candidates at theory examinations were to be 
returned: but at present it is not the custom for 
examiners to return marked papers, with one 
exception- the Incorporated London Academy 
of Music-an institution which regularly sends 
back aP ,papers, with examiners' corrections, to 
candidates. This is a splendid example which 
should be copied by all other bodies. 

In written examinations, great attention should 
be paid to the diction and style of writing. It is 
important to marshal your facts in logical fashion, 
and, wherever possible, reference should be made 
to actual musical examples. Nothing impresses an 
examiner so much as the ability on the part of a 
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candidate to quote from actual musical scores, as 
this argues familiarity with the recognized classics. 

The style should be terse and expressive. Write 
straight to the point, and see that your grammar 
is as good and as free from errors as if the essay 
were set at an examination in English. 

The Art of Teaching. 
It is now universally recognized that the art of 

teaching is a specific subject to be studied separ­
ately, and the various examining institutions have 
not been backward in preparing examinations 
suited to the testing of candidates contemplating 
entering the profession in the capacity of teachers. 

Both the Royal Academy and the Royal College 
distinguish between the candidate who sits the 
examination as a "performer," and his fellow­
student who holds himself out as a teacher, and 
the two types have totally distinct examinations 
and conditions: even the test pieces are different 
in each case. Candidates are required to explain, 
as to a pupil, the chief fa Jts concerning the 
mechanism and technique of t.6eir instrument, and 
to exhibit a good gift for explicit teaching. Inter­
pretation is also a strong point, and all candidates 
must show an ability to answer any question con­
cerning the training of pupils, methods of practice, 
and the choice of music for various stages of a 
pupil's development. 

In the Trinity College of Music diploma 
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examinations a separate paper is set, of which 
the following is an indication of the chief 
requirements. 

ART OF TEACHING PAPER 

Notation and Time. How to teach notation and 
the perception of rhythm. How to explain the 
relative duration of sounds, the counting of time, 
beat subdivisions, time signatures, proper use of 
rests, irregular note groups. 

Tune. How to train the ear to recognize the 
relation of single sounds to a given tonic, various 
intervals, chords, cadences. How to train the ear 
to distinguish between concords and discords. 
How to teach the proper notation of diatonic and 
chromatic scales. How to explain enharmonic 
changes, tonality, and modulations. 

Technique. A knowledge of recognized methods 
of technique, according to the special subject 
entered for (Piano, Organ, Violin, Singing, etc.) 
Sight-reading. 

Interpretation. How to explain (r) the principles 
of phrasing, (2) the use of staccato, crescendo, 
diminuendo, tempo rubato, portamento, (3) different 
methods of expression peculiar to (a) the piano, 
(b) the organ, (c) string and wind instruments, 
(d) the voice. The elements of formal design in 
musical composition, including the use of both 
regular and irregular musical sentences. 

Because the Art of Teaching papers are so 



HOW TO PASS MUSIC EXAMINATIONS 

practical, it behoves candidates to have at their 
finger-tips all the various types of difficulties with 
which the average pupil is likely to meet in his 
work. 

The candidate for the Teaching Diploma of 
either the L.R.A.M. or A.R.C.M., and for such 
examinations as the Trinity College of Music (" Art 
of Teaching" paper) should have a well-defined 
plan of all the various methods, tutors, studies, 
etc., extant, and their best points. 

The pianoforte candidate, for instance, must 
have a general acquaintance with the classical 
studies of such composers as lvloscheles, Czerny, 
Cramer, etc., who specialized in the writing of 
studies for specific technical purposes. This general 
acquaintance connotes something more than 
knowing merely the opus numbers and titles. The 
candidate must have a stock of at least a hundred 
classical studie!i from which he can draw, to illus­
trate some such technical difficulty as shakes, 
skips, contrapuntal treatment, legato and staccato 
octave passages, thirds and sixths ilid arpeggios. 
It is manifestly impossible to be au fait with all 
the studies written for the instrument, but the 
candidate should at least possess a representative 
selection, such as is contained in Franklin Taylor's 
collected edition, published by Novello & Co. 

The tests for the teacher are never simple. They 
call for ingenuity and presence of mind, rather 
than for any profound musical learning. They are 
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calculated to discover the ability of the candidate 
as teacher rather than as mere technician. 

The Bachelor of Music Examination. 
The university degree of Mus.Bae. (leading 

eventually to Mus.Doc) is perhaps the most 
eagerly coveted academic distinction that can be 
obtained in the musical profession. The standard 
demanded is very high, and the cost is also much 
higher than that of the ordinary college diploma. 

There are two systems of obtaining the Mus.Bae. 
degree. The first is by residence in some particular 
university, attending the lectures, etc., and thus 
becoming an undergraduate. The other is by 
studying privately outside the university and 
sitting the examinations in the capacity of an 
"external" candidate. The second method is not 
available in every one of our universities: for in­
stance, in Manchester, Edinburgh and Birming­
ham Universities, external candidates are not 
permitted to enter under any circumstances. Only 
students in actual residence at the university are 
allowed to enter. The term "actual residence" 
does not necessarily imply living within the univer­
sity building or even in the same town, it merely 
refers to attendance at classes and lectures, and 
the working of compulsory prescribed exercises. 

Other institutions, such as the Universities of 
London and Durham, admit external candidates 
without distinction. Perhaps the most popular 



40 HOW TO PASS MUSIC EXAMINATIONS 

university for external music students is Durham, 
and as the standard is high, the degree is well worth 
the hard work entailed. 

All universities set a Matriculation or Prelimin­
ary Examination intended to test the candidate's 
general education. All who contemplate studying 
for Mus.Bae. should first dispose of the Matricu­
lation Examination. Usually this consists of 
fairly elementary papers in English, History, 
French (or other foreign language) and Elemen­
tary Mathematics. 

After this preliminary examination has been 
negotiated, the candidate is next faced with the 
Intermediate Examination followed eventually by 
the Final, on the results of which the university 
awards its degree. The Intermediate usually con­
sists of the following subjects: History of Music, 
Form, Ha.)mony, and Counterpoint. Either dur­
ing the interval between Intermediate and Final 
examinations, or at the Final itself, the candidate 
is also required to submit an "exercise," i.e. an 
original composition of fairly large dimensions, 
usually taking the form of a choral work with 
orchestral accompaniment. The Final examination 
is very difficult and requires a solid training, 
preferably at the hands of a teacher who is himseli 
a graduate. As all the various universities differ 
in their regulations, it is advisable to procure a 
copy of the current calendar or year book before 
setting to work to prepare for the examinations. 
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The viva voce examination is also a leading 
feature of most of the higher theoretical examin­
ations. All candidates should be prepared to 
answer questions conceming the limitations 
timbre, capabilities, etc., of various instrument~ 
~d voices,_ and to answer any questions dealing 
with technical points involved in harmony, form, 
~nd counterpoint. They should possess a work­
mg kno':ledge of the great masterpieces of 
the classical composers, and, wherever possible, 
s~ould ~e able to lend point to this knowledge by 
displaymg a practical acquaintance with the 
scores. To this end it is desirable to do as much 
reading through scores as possible-operatic 
score~ like Fidelio (Beethoven), the Wagner and 
Verdi_ operas, Carmen (Bizet), etc., as well as 
promment examples of the best chamber music. 



CHAPTER V 

THE PIANO CANDIDATE 

BY far the great majority of music students pre­
paring for examinations are mainly concerned with 
the pianoforte as their principal subject. Perhaps 
because the number of entrants is larger, the 
standard required of candidates for a pass-mark 
is usually higher in the case of piano students. 

The first essential of a piano student is that he 
should possess a sound and reliable technique; for 
the modem examiner will tolerate nothing slipshod. 
Everything must be brilliant and free from flaws 
in execution. 

Certain aspects of technique, such as octave­
playing, left-hand passage work, wrist technique, 
etc., demand the special attention of the student. 

Octave passages in particular call for special 
treatment. The physical difficulties encoun tered in 
octave passages are sufficient to cause most stu­
dents a good deal of trouble. If the candidate has 
never disciplined himself to octave work, then he 
ought to see that he gets plenty of practice before 
the examination, for octave-playing is usually one 
of the vulnerable points in his armour. 

The left hand, as every piano-student and 
teacher knows, is usually a most distres~ing 
feature. The cause is to be sought for in the undue 
prominence which the right hand receives at the 

.p 

'· 

THE PIANO CANDIDATE 43 

expense of the left. The best way to balance this 
shortcoming is to allocate special studies in which 
the left hand usurps the role usually sustained by 
the right hand. Good examples are: Scriabine's 
"Prelude and Nocturne," Opus 9, and Blumen­
ficld's "Etude for Left Hand," Opus 36. Also 
Max Reger's "Studies for Left Hand"; Bela 
Bartok, "Four Pieces," (No. r); Swinstead, "Six 
Studies for Left Hand." 

Scale Practice in Examinations. 

Although, in the performer's diploma of t he 
L.R.A.:\-1. and A.R.C.i\f., scale-playing does not 
occupy a prominent position, there is no doubt 
that examiners still repose a great deal of faith in 
the candidate's ability to play scales and arpeggios 
with facility. 

No part of the candidate's practice is usually 
so excruciating a torment as scale-playing. Most 
students look upon scale-playing as a necessary 
evil, and are only too glad to escape the irksome 
grind and hurry away on to the more pleasant 
occupation of preparing the test pieces. 

This attitude is quite indefensible. Scale­
practice which aims at acquiring mere velocity 
and agility is, of course, practically worthless. If 
the hours devoted to this practice are to produce 
any results of enduring benefit to the student, they 
must be undertaken with just as much concentra­
tion as the most interesting study or piece. 
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Scales provide the basis of technique, expression 
and tone production. Their importance cannot 
possibly be over-estimated. In instrumental music 
especially, scales and arpeggios form the staple 
basis of most of the "passage work" that abounds 
in classical and modem music. A perfect command 
of this technique is therefore a matter of supreme 
importance to the examination candidate. 

Rhythmic playing of scales and arpeggios is 
essential to success. The aimless scampering up 
and down the keyboard, indulged in by so many 
pupils in the name of scales and arpeggios, is 
not only quite useless as a preparation for examin­
ation requirements, but is positively pernicious in 
its effects. 

The Usual Requirements. 
The candidate should be in a position to play 

all the scales more or less subconsciously. There 
should be no effort to recall the exact sequence of 
notes, and the fingering should be invariable. 
Nothing is so highly suspicious to the examiner as 
a succession of "false starts." 

The speed is also important: it is advisable to 
practise scales with the metronome and adhere 
strictly to a fairly quick ten1po. All scales and 
arpeggios should be practised with legato and 
staccato touch. For most examinations it is 
immaterial whether the candidate uses wrist or 
finger staccato. 

II 
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Regularity and evenness are the important 
factors :in all scale-playing. There is scarcely any 
point in preparing scales unless they are played 
convincingly, in perfect rhythm, and without any 
trace of effort or disjointedness. The examiner 
wants to hear scale-playing that is brilliant, 
rapid, and without unpleasant jerks. 

It is generally best to practise scales first thing 
in the morning when the mind and muscles are 
in their most receptive and vigorous condition. 
Hans von Bulow, one of the most systematic of 
virtuosos, used to allocate two hours before 
breakfast to the serious study of scales and 
arpeggios. 

The Necessity for Scale Practice. 
Experience shows that many candidates find 

the playing of scales in contrary motion a stumb­
ling block at examinations. Here the difficulty is 
mainly mental, and often attributable to neglect 
in early tuition. All teachers should, from the 
first, accustom pupils to playing scales in contrary 
motion. The use of this type of scale is invaluable 
because it tends to inspire greater coniidence in 
the pupil, a wider compass of key boa.Td, and also 
prevents the pupil from allowing his left hand to 
wander aimlessly behind the right hand. 

Mere repetition of tetrachords does not constitute 
scale practice. The student should be able to 
explain the way in which the scale is built up, 
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and should know the various technical points 
concerning the varieties of minor scales. 

Having regard to the fact that so many modem 
composers habitually write in ancient modes, as 
well as in the more up-to-date whole-tone scale, 
it seems difficult to understand why scale practice 
is restricted to diatonic systems. Even if exam­
iners are not required to ask candidates to play 
these scale forms, there is no reason why candidates 
should not know them. Their value in sight­
reading tesb; of modern works is incalculable. 

The Art of Pedalling .1 

Pedalling is one of the most individual points 
in piano technique. More than anything else, it 
reveals alike one's artistry and training. I do not 
suppose that any two pianists pedal in precisely 
the same manner, a fact \vhich indicates that 
pedalling has not as yet been reduced to a system 
of workable rules such as obtains in fingering for 
instance. Furthermore, many external consider­
ations, such as the make of the piano, its age, 
the acoustical properties of the hall, etc., combine 
in consequence to render pedalling a matter 
which cannot be rigidly predetermined. 

But as many composers take especial care to 
see that their pedalling is artistic and free from 
ambiguity, wherever the pedalling is indicated, it 

1 Those candidates who read German should s tudy the 
following textbooks : L . Kohler " Der Kla vierpedalzu g " 
and Hans Schmitt " Das Iaavierpedal. " 

'1 
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should be rigorously followed, unless there is some 
sound reason for adopting a contrary practice. 

No doubt composers occasionally stray in their 
notions of what constitutes good pedalling, and 
in such a case the stude,nt must use his discretion. 
But, generally, he can act safely on the printed 
instructions. 

Basically the use of the pedals is to sustain 
harmonies or notes tha.t would otherwise become 
lost. The ability to introduce the sustaining pedal 
at the right moment is,, therefore, largely assisted 
by an adequate knowledge of harmony in its 
practical application to pianistic technique. 

In the absence of a good working knowledge of 
harmony, it is not wis1e to leave the pedalling to 
chance, nor to rely on a.n occasional glimpse at the 
indications con tained aLt the foot of the left-hand 
stave. Pedalling should become a habit; and to 
this end it will amply repay the extra time ex­
pended if the student makes a point of practising 
daily a number of special pedal exercises, such as 
those contained in the volume of Rafael Jossefy. 

The pedalling technique must be quite as 
consistent and methodical as the fingering for the 
same passage. 

Logic in Pedalling. 

The sustaining pedall is not merely to be de­
pressed when it occurs 1:o the player to do so. Its 
introduction should be planned with studious care. 
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Nothing is more displeasing to the examiner than 
a candidate who blurs his phrases by a persistent 
abuse of the "loud" pedal. 

The t rouble with the loud pedal is that far too 
many candidates are inclined to maltreat it. 
This malpractice is so common that a sort of 
convention has sprung up with regard to certain 
composers, in which the pedal is never to be 
depressed at all. A case in point is the piano 
works of J. S. Bach. Here, one habitually hears 
the injunction: "Don't pedal at all in Bach." 

Historically, this advice is no doubt justified, 
on the ground that in Bach's time the pedal had 
not then been invented, and therefore the composer 
of the" Forty-eight" could not have contemplated 
the introduction of a sustaining device in any of 
his works for the keyboard instrument. Yet most 
soloists are agreed that Bach is the better for a 
little discreet pedalling. What is to be guarded 
against is overdoing it. 

In works of all types the examiner looks for a 
judicious use of both pedals. \Vhile it is doubtless 
better to use no pedal at all than to spoil effects by 
illogical pedalling, no student ought to sit for any 
of the higher examinations until he has acquired 
a sound knowledge of the pedal and its uses. 

Cultivating a Fine Touch. 
The importance of an even and musical touch 

is obvious, especially in the diploma examinations. 
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In the examinations for L.R.A.M. and A.R.C.M. 
(Teacher's diplomas) candidates are required to 
answer questions asked viva voce relating to touch; 
it is therefore essential for the candidate to possess 
more than a rudimentary knowledge of this 
in"\portant and somewhat neglected subject. 

Touch is not a result of elusive inspiration : nor is 
it either an hereditary gift; it is simply a matter 
of technical proficiency acquired in the ordinary 
way. Such a book as Tobias Matthay's First 
Principles of Pianoforte Playing is a tremendous 
asset to the keen student wishing to make more 
than a cursory study of this most important 
branch of piano technique. 

It would hardly seem necessary to mention the 
fact-were it not that experience demonstrates the 
necessity for pointing out-that it is not much use 
reading a book on touch and becoming au fait 
with the technical explanations contained therein, 
unless you transmute them into actual practice. 
Many candidates can talk at great length about 
the subject from a theoretical point of view, yet 
fail hopelessly when they are required to do 
it. This is a matter calling for careful super­
vision during the period of preparation for the 
examination. 

Of recent years there has been considerable 
speculation on the exact physical processes in­
volved in the act of touch. It is common know­
ledge that the leading text writer on the subject 
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is l\Ir. Matthay, whose contributions to a scientific 
survey of the subject have placed all teachers and 
students considerably in his debt. Matthay 
divides touch into three kinds: (1) finger touch, 
(z) hand touch, and (3) arm-weight touch. 

The Dangers of Theorizing. 
Admirable as Mr. l\latthay's treatment of the 

subject is, it would be clearly impossible for any 
single authority to discuss such an important 
topic without occasionally touching on certain 
aspects which invite controversial argument. The 
case of Mr. Matthay and his theories is no 
exception. 

The examination candidate will therefore do 
well to remember that the examiner may not be 
one of l\f atthay's disciples: hence the necessity of 
being acquainted with the arguments both for 
and against these theories. 

However this may be, there can be no doubt 
as to the necessity of knowing, for examination 
purposes, the various types of piano touch. 

The old theory that "musical touch" is born in 
a player and cannot be imparted by training, is 
now thoroughly discredited. Touch is quite as 
much a result of constant and assiduous practice 
as any other technical resource of modern pianism. 
Hence, while the student is practising for the 
examination in view, he should be careful to keep 
a watchful eye on this matter; as without an 

THE PlANO CANDIDATE SI 

artistic touch, an original and arresting interpre­
tation is impossible. 

Tempo Rubato : A Warning. 
Far more valuable, from the musical point of 

view, than the mere ability to play a sequence of 
notes or chords correctly, is the possession of a 
strong and vital sense of rhythm. 

The first step to good rhythmic playing resides 
in correct time-keeping. The latter, especially in 
pianists, is often completely absent; all examin­
ation candidates should see that they play the 
set pieces in correct time as otherwise many marks 
will be lost. 

Yet exact time-keeping is impossible from any­
thing save a machine. The candidate is expected 
to have a good idea of accurate time-keeping and 
to be able to play in tempi commonly admitted by 
those most qualified to judge to be correct. 

A proper conception of tempo is oPe of the prim­
ary qualifications of a musician. Edvard Grieg, 
the famous Scandinavian composer, used to 
remark: "Tempo should be in the blood." If it is 
not there, we may take it for granted that the 
other intentions of the composer also will be 
frustrated. One of the greatest faults of the 
pianist is the desire to play compositions at a 
much quicker speed than indicated, in order to 
display his technical abilities. Tt was against such 
pupils that Hans von Bii.lo\\ once sarcastically 
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inveighed: "I think you have mistaken your 
piano for a sewing-machine!" 

Difficult as the determination of a correct tempo 
may be, this problem of tempo ri,1,bato is even more 
difficult. Clearly, as music is a declamatory and 
a practical form of art, it is neither possible nor 
desirable to keep the tempo fixed at one consistent 
rate, never to be departed from. 

Imperceptible Departure from Normal. 
Hence the artistic necessity of departing oc­

casionally from the strict time : it is this almost 
imperceptible departure from the normal beat 
which constitutes tempo rubato. 

Not unnaturally, there has been a tendency to 
exaggeration which has brought tempo rubato into 
disrepute. Tempo rubato is not to be indulged in 
promiscuously without logic or reason. It is only 
justified when the sheer eloquence of the music 
demands a ce1iain lingering, or a certain impetuo­
sity on occasional passages. To an artistic and 
musicianly mind, the precise place for this slight 
modification of the tenipo will be indicated by the 
very structure of the piece without any other 
explanation. 

The student who does not feel the necessity for 
its introduction had better leave it alone entirely, 
for nothing sounds more disgraceful than violent 
disturbances of rhythm by the introduction of a 
misplaced tempo rubato. 

THE PIANO CANDIDATE 53 

Although Chopin and Liszt were the two 
composer-pianists most responsible for the intro­
duction of tempo rubato into modem piano music, 
it was not exclusively their own discovery. 
Liszt's own explanation of the species was 
enlightening: "Look at these trees," he used to 
remark. "The wind plays in the leaves, stirs up 
life among them : yet the tree remains the same­
that is Chopin's rubato." 

Certain composers, particularly Chopin, Schu­
mann, Debussy and Grieg, seem to possess such 
a special fascination for the student who has 
become obsessed with the superficial attrac­
tion of tempo rubato, that a specific caution is 
necessary when playing the works of these 
composers. 

Tempo rubato is only an infinitesimal departure 
from the normal. It is instructive to note that its 
greatest exponent, Chopin, was himself devoted to 
the metronome and used it habitually. Do not 
assume that tempo rubato is a licence to throw 
time-keeping to the winds. 

The Art of Pianoforte Accompaniment. 
The art of the accompanist is not one easily 

acquired: the popular notion that any pianist 
who fails to achieve the high standard required of 
a soloist can easily become the "next best thing" 
- an accompanist-is rapidly giving way to the 
more enlightened view that the business of the 
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accompanist calls for a training as exclusive, and 
as carefully prepared, as that of the soloist. 

The accompanist has long attained the dignity 
of recognition as a special subject for diploma 
award in the examinations of both the Royal 
Academy and Royal College of Music. 

The regulations of both these institutions in 
this branch of pianoforte playing are very 
similar. The candidate is required to prepare 
about four accompaniments, consisting usually of 
one instrumental work and three vocal solos. He 
is also called upon to undergo a sight-reading test 
(which usually involves a Recitative and Air) and 
to transpose at sight a simple accompaniment. 

In addition to these tests (two of which 
are considered in detail in the seventh chapter of 
this book devoted to "Sight-Reading") the can­
didate is also required to answer questions viva voce 
on the art of accompanying, on phrasing, and on 
touch. In the A.R.C.M. examination the student 
must also be prepared to extemporize and modu­
late on themes selected by the examiner. 

That the accompanist must have a technique 
well enough equipped to withstand the demands 
made upon it by the type of solos played on the 
modem concert platform goes without saying. 

Increased Difficulties in Accompanying. 

The standard of technique increases every gen­
eration, and some idea of the magnitude of the 
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accompanist's art may be gained from the fact 
that it is no uncommon task to have to accompany 
works as varied as Maurice Ravel's "Tzigane," 
Hugo Wolf's songs, Schubert's songs, etc. Such 
compositions call for more than finger dexterity. 
They require the type of really musical mind which 
is most at home with music of a philosophical or 
speculative type. 

The points which the examiner specially con­
siders when listening to a candidate in accom­
panying are phrasing, pedalling, and expression. 
The accompanist must ever be on the alert, yet 
imperturbable, and nothing should seriously 
disturb him. Turning over quickly and silently 
is a point which will readily occur to the examiner 
as a sign of experience on the part of the candidate. 
It is hardly necessary to add that while it is the 
accompanist's business to follow the soloist, he 
must under no circumstances "drag." 

The accompanist must ever be ready to help 
the soloist in moments of difficulty or temporary 
forgetfulness. In the A.R.C.M. examination, the 
examiner makes a special point of inquiring as to 
the candidate's ability to assist soloists in diffi­
culties and to stimulate and restrain them where 
necessaiy. The exact amount of influencing and 
restraining that is permissible can only be deter­
mined by e>q>erience. Many candidates complain 
that they do not know exactly how to tackle this 
part of the syllabus. 
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Discretion and Sympathy. 
Clearly, it is entirely a matter for discretion: 

one that can only be acquired after a good deal of 
experience by someone who is from the outset of 
a naturally sympathetic and tolerant disposition. 

Perhaps the worst fault of the average candidate 
is the tendency (excusable perhaps, but none the 
less meeting with a deduction of marks by the 
examiner) to submerge his personality in that of 
the soloist. Accompanying is not a matter of self­
obliteration. A certain amount of personality is 
demanded of the accompanist, and if this is not 
always to be sought in superficial technical 
brilliance, it will assuredly be looked for in the 
musicianly treatment as revealed in phrasing. 
pedalling, etc. 

In order to succeed in this type of examination, 
the candidate must create for himself the oppor­
tunity of playing accompaniments with fellow­
soloists. He must obtain as much rehearsing 
with string and wood-wind players, to say nothing 
of vocalists, as is possible in the limited time at 
his disposal. Here, more than in any other 
examination subject, experientia docet. 

Quite a lot can also be gleaned from attending 
important concerts regularly and listening care­
fully to the accompaniments. In this fashion the 
student acquires a sound knowledge of the art 
which will stand him in good stead when he is 
examined. 

I l 

CHAPTER VI 

THE VIOLIN CANDIDATE 

So far as the string player is concerned, there are 
certain difficulties, or idiosyncrasies, in connection 
with the subject that demand a special chapter. 

The string player has to sttrmount technical 
difficulties with which the pianist, for instance, 
has no concern at all. It will be obvious that a 
violinist who proposes to play at an examination 
some standard concerto or sonata, will require to 
play it along with pianoforte accompaniment. 

This involves the principle of ensemble playing. 
This, in tnrn, will call for several rehearsals with 
the pianist to whom it is proposed to allocate the 
accompaniment. 

While it is true that the majority of various 
examining bodies provide official accompanists, it 
is, in my opinion, unwise to trust to these nec­
essarily improvised and invariably inadequate 
arrangements. 

Team Work at Examinations. 

Ensemble playing requires, in tum, particular 
care with regard to rhythm and tempo; so that 
the candidate is bound to devote more time and 
attention to points, which in the case of pure ·solo 
playing, would be dismissed as too trivial for 
careful consideration and preparation beforehand. 

57 
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Again in the case of a percussive instrument 
such as the piano or organ, there need be no 
concern with the subtleties of intonation. The 
pianist, once he has struck the key which sets the 
string in vibratory motion, can have no further 
control over the quality of the note produced. 
Whatever errors he may make, the pianist playing 
on a perfect instrument can never be out of tune. 
But the violinist is always pre-occupied with the 
problem of intonation, the master virtuoso no 
less than the tyro. 

Faulty intonation is attributable to many 
causes. One of the chief causes, as will readily be 
understood, is nervousness. We have already dis­
cussed, in general terms, the causes and effects 
of nervousness, with particular reference to 
examination candidates. 

But in so far as nervousness results in effects 
which are unique to the string player, it will be 
advisable to reconsider this question solely as from 
the angle of the string player. 

Synchronization of Both Arms. 
The first essential, in the playing of any string 

instrument, is the co-ordination of the bow arm 
with the left hand. It is absolutely imperative 
that both left hand and right arm shall synchron­
ize. In the event of an attack of "nerves" it is 
usually this synchronization which is the first to 
suffer. 

I. 
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The remedy for this is twofold. First of all the 
left hand must be pressed down with more than 
usual firmness. It would perhaps be more correct 
to describe this pressure as a hammering. Without 
a decisive movement of the left hand, flawless 
intonation is impossible. 

Therefore the candidate must insist on a clear 
articulation. Moreover he must see that only the 
tips of the fingers are used; for anatomical 
reasons, the tip of the finger provides the best 
medium for applying force, except, of course, in the 
case of perfect fifths which, lying across the string, 
can only be p!ayed with the flat of the finger. 
This is the only exception that can be admitted 
to the rule that all notes are to be played, irre­
spective of time value, with the tips of the fingers. 

Vibrato and the Nervous Candidate. 

In the case of vibrato the problem becomes 
much more complicated. Vibrato is a regular, or 
pronatory, movement obtained solely from the 
left hand. Now it is obvious that the effect of 
nervousness is to produce an involuntary physical 
tremor over which the player seems to have no 
control. 

As the vibrato is an artificial, and therefore 
a voluntary, vibratory movement; and as the 
nervousness results in an involuntary vibration, 
the problem of the candidate afflicted with ex­
amination "nerves" is to adjust the voluntary 
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or artificial movement with the involuntary 
movement. 

A good deal of assistance in this matter of 
errors due to nervousness can be obtained by a 
careful perusal before the examination of the 
chapter on errors in Dr. Sigmund Freud's book 
The Psychopathology of Everyday Life. 

The second remedy is directed towards bowing. 
Because the bow arm is usually moving at a much 
slower ratio than the left hand, the effect of 
nervousness is usually much more pronounced 
than in the case of the left hand. 

Here the remedy is to apply precisely as much 
force with the right hand as has been applied 
with the left hand. In this way an equilibrium 
is obtained which sets at a discount all the effects 
of nervousness. 

The down bow is usually the chief difficulty : 
if the bow is attacked with too much pressure 
the result is an unpleasant sforzando; if, on the 
other hand, the bow is started too limply, the 
effect will be an exaggerated crescendo. Both evils 
are equally to be avoided. 

Scale Playing. 
The next point is scale playing. In the case of 

the string player this is complicated by the 
various bowings and pattern sequences which are 
possible. Various examining bodies have their 
specific requirements, and in a book of the present 

), 
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nature it would be manifestly impossible to lay 
down any hard and fast rules. 

The most that can be said is that the candidate 
ought to acquaint himself in detail with the 
various groupings as indicated in the current 
syllabus of the examination for which he is 
preparing. 

In the case of the violinist he could not find a 
better textbook than the Sevcik System volumes 
(published by Messrs. Bosworth & Co., 8 Heddon 
Street, Regent Street, London). 

Another source of difficulty is the playing of 
double stopping. Here the student ought to 
practise the particular passages with special 
regard to-

r. Equal pressure on both strings with the left 
hand. 

2. Equal pressure on both strings with the bow 
arm. 

3. Careful discrimination as between minor and 
major intervals; and as between perfect, aug­
mented and diminished intervals. 

Vibrato in double stopping must be reduced to 
an absolute minimum, because it is extremely 
difficult, if not impossible, to obtain an equal 
pronatory motion on each string at the same time. 

Sliding and Glissando. 

The most obvious fault in string playing is a 
slide that is too pronounced : here the defect can 
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be rectified by arranging that the left hand covers 
the distance on the string in as short a space of 
time as possible, while the right arm also covers 
the distance with the bow in as short a distance as 
is possible. In this way the equilibrium between 
the left hand and the bow arm, previously referred 
to, is maintained. 

Sight-reading presents no special difficulties to 
the string player. All that has been said 
concerning sight-reading in Chapter VIII can 
be applied, with obvious modifications, to the 
violinist. 

Before sitting the examination, the candidate 
ought to assure himself that his strings are in 
perfect gauge; that is to say, that the various 
thicknesses of the different strings are in exact 
proportion one to another. It is scarcely necessary 
to mention that the bow should be carefully 
resined in such a manner that the resin is equally 
distiibuted throughout the length and breadth of 
the hairs. 

Beyond these few points there is nothing which 
can be said of the violin candidate which does not 
apply with equal force to the pianist or the 
organist. 

CHAPTER VII 

THE VOCALIST AND THE EXAMINER 

As a rule, examinations in past years did not seem 
to be such an essential qualification to the singer 
as they were to his brother executants. Apart 
from a few teachers, who, wishing to exhibit some 
diploma that would serve as a guarantee of their 
qualifications and ability to teach singing, sat for 
the L.R.A.M. or A.R.C.M. diplomas, few singers 
ever troubled to enter for any examinations 
demanding more than an elementary degree of 
musical ability. 

In recent years, however, all this has changed, 
and singers are quite as alive to the importance of 
these educational credentials as any other mem­
bers of the musical profession. 

Most of the examining bodies offer a wide range 
of subjects from which to choose-such as Solo 
Singing, Teaching Singing, Sight Singing, Class 
Singing, Voice Culture, etc. Many young music­
ians who contemplate entering the musical 
profession wisely decide that they will possess, 
inter alia, a tangible qualification that will fortify 
them for a career as singing teacher. Such a 
qualification can only be obtained from the 
important colleges and academies awarding diplo­
mas. Particularly essential is a diploma of this 
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type to the teacher who aims at obtaining a good 
post as music master in a secondary or public 
school, with all the concomitant advantages of 
security of tenure, pension, etc. 

Studying for Singing Examinations. 
The method of studying for singing examinations 

follows very closely that used by instrumentalists, 
and vocalists would do well to read again what has 
already appeared in the second chapter on the 
subject of preparation. It is worth mentioning, 
however, that as the voice more readily shows 
the effects of overstrain and fatigue, it is necessary 
to cut down the time allotted to actual vocal 
practice in the case of the singer. 

Scales constitute the background of the singer's 
study, and examiners are particularly careful to 
subject the candidate to a searching test in 
this department. At the actual examination, 
it rarely happens that more than a very few 
scales are asked for, yet the range from which 
the examiner may choose is so ·wide that the 
singer must know all the scales if he wishes to 
avoid being "caught napping." Nothing should 
be left to chance. 

The set songs are extremely important, and they 
should be completely mastered before entering 
the examination. It is always wise to precede the 
study of a song by a thorough grinding in such 
vocalizzi as those by Concone and Panofka. 
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These are musical in a high degree, and enable the 
singer to focus his attention on purity of tone 
production, without having the added difficulty 
of diction to consider. 

It is advisable to prepare for singing examin­
ations by taking everything very slowly at first, 
listening carefully for any faults of production and 
keeping a very careful watch on the breathing. 
Intonation is vitally important, and the singer 
should always be able to sing in tune without 
relying on the piano accompaniment. 

At all singing examinations, examiners look for 
easy and effortless production, consistency of 
tone in different registers, and skilful control of the 
breathing. Intonation is important throughout: 
while in the solo tests the chief features to be sought 
for are accuracy in rhythm and actual notes, as 
well as beauty of expression. Diction should not 
be overlooked, as any fault in pronunciation or 
enunciation will mean loss of marks. 

Sight-Singing. 
As in the case of executants, so with singers, 

the average standard of sight-reading displayed by 
candidates is extremely bad. It is no exaggeration 
to say that 80 per cent of those who sit for singing 
examinations really deserve nil as the mark of 
their achievement in this department. 

Sight-singing is, of course, complicated by 
the question of notation. For the singer who 
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aims at music as his profession, staff nota­
tion should present no difficulties whatever. 
But the fact remains that to many thousands 
of singers the staff is always something of a 
sealed book. 

Particularly in schools, where it is impossible to 
t each music as thoroughly in class as the nature 
of the subject demands, the impossibility of using 
staff notation with any degree of practical success 
is notorious, so that in the majority of cases 
singing masters fall back on the use of the sol-fa 
system of notation, a splendid means of reading 
easily at sight with the minimum of trouble. Yet 
it should never be forgotten that, even at the most 
elementary examinations, the ability to sing a 
prima vista from staff notation is essential. In 
many cases it seems clear that the candidate who, 
trained on tonic sol-fa principles, is asked to sing 
a tune in staff notation at sight falls back 
on the cumbrous process of mentally translating 
the printed notes into mental images of their 
sol-fa equivalents. This is obviously a waste 
of time, and is, in the bargain, extremely unsafe 
and unreliable: a single slip and the singer is put 
definitely off. Hence the necessity for reading 
staff easily from the very commencement. 

The Foundation of Sight-Singing. 

It is difficult to say what kind of test the 
candidate is likely to meet with under normal 
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examination conditions. Folk songs are very 
common, and provide an excellent source of 
practice in sight-singing. 

But the actual test itself is not of so much 
importance as the ability to read correctly and 
with evident musicianship. A sense of absolute 
pitch ought to be cultivated and although this is 
never easy to acquire, it is not nearly so insuper­
able a task as some imagine. 

If the scales have been well studied, a foundation 
for good sight-singing has been laid, provided 
that the candidate will utilize this experience of 
scale-formation. Arpeggios also will provide him 
with a strong sense of harmonic progression, an 
immense asset in sight-singing. 

Modulatory passages are usually the bugbear 
of sight-singing, partly because of the difficulty 
of identifying the particular "pivot" chords and 
their keys, and partly because of the tendency to 
sing out of tune in them. This difficulty can be 
easily overcome by bringing to bear a slight 
knowledge of harmony on the subject. 

The teacher of singing, and particularly those 
intending to sit for the teacher's diploma of 
L.R.A.M. or A.R.C.M., should have a very 
detailed knowledge of the anatomical functions 
of the larynx, pharynx, etc. Indeed all singers, 
whether or not their immediate aim is an examin­
ation test, should possess a thorough understand­
ing of the physiological processes which lie at 
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the root of voice production. To this end, one 
cannot do better than read that excellent text­
book by Dr. Worthington and Edgar Evetts 
entitled The Mechanics of Singing (published by 
Dent). 

CHAPTER VII 

THE ART OF SIGHT-READING 

SIGHT-READING is not, as many candidates (gener­
ally, however, the unsuccessful ones) are prone to 
imagine, a gift possessed by a few of the favoured 
students. It is quite as susceptible to cultivation 
as any other technical ability connected with 
music. The only way to acquire an easy and 
ready facility for reacting unfamiliar music at sight 
is by making a point of reading as much new 
music every day as is possible, having regard to 
the time at the student's disposal. 

Sight-reading shoulld not be regarded as a sort 
of musical typewriting: it is a good deal more than 
merely registering 0111 the piano or violin a note 
in lieu of a given symbol. 

Sight-reading properly so called is the intelligent 
transposition into music of what was formerly 
merely in musical notation. So that sight-reading 
implies not only the ability to perform the equiv­
alent physical action in order to produce the note 
called for by a certain musical sign: but, what is 
far more important, implies the ability to hear in 
the mind's ear the actual effect of the printed 
score. 

Too much playing by ear has long been recog­
nized as one of the evils which tend to unfit the 

6<) 
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student for good reading a prima vista. This 
habit is one far too frequently contracted by 
beginners who, hearing new and rather fascinating 
tunes, wish to play them for their own satisfaction. 
Usually not possessing the music they make an 
effort to recollect the music, "playing by ear." 
This is a pernicious habit that should be con­
trolled as soon as it is discovered. 

Sight-reading at Elementary Examinations. 
It is a great mistake to postpone the serious 

practice of sight-reading until the later stages of 
the pupil's work. The practice of sight-reading 
should begin as early as possible. As soon as the 
beginner knows his first few lessons he should be 
taught the habit of reading at sight ·short phrases 
that he has never practised before. 

Reading music is simply a mechanical achieve­
ment similar to that of reading a book. An adult 
who could not read a book would be regarded 
nowadays as a mental defective: yet there are 
thousands of grown-up music students who are 
quite incapable of reading four consecutive bars 
at sight without making the most elementary and 
obvious mistakes. 

The player should only attempt such music as 
is technically within his powers. It is quite 
enough to have to read quickly at sight without 
superimposing the additional difficulty of meeting 
with technical obstacles. 
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In the piano section the worst offenders are 
those students who simply cannot read in two 
staves at once. This rather indicates that while 
practising they have always mentally divorced 
the action of the two hands from each other, and 
regarded the staves in a similar manner. 

This is a grave error. This pupil should be 
taught to realize from the very start that the staves 
are merely a convenient method of ex.pressing on 
paper the musical thought of the composer, and 
that the division of treble and bass between the 
right and left hands is again merely a matter of 
convenience. He should be instructed to read 
the whole stave at once, without breaking it into 
two separate components. 

Bad Errors in Reading. 
There are certain errors which recur so persis­

tently in the sight-reading tests at examination~ 
as to convince an experienced examiner of the 
necessity for considerable practice in sight-reading 
while preparing for the examination. The low 
standard of sight-reading which is far too prevalent 
at most examinations nowadays seems to point to 
the need for special cultivation. 

The practice of sight-reading ought not to be 
carried on aimlessly, without system, but should 
be so directed as to train the pupil in two direc­
tions: (r) accurate observation, (2) immediate 
mechanical response to the visual notation. 
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The gravest fault of candidates is that of paying 
no attention to the tempo of the piece. Some 
pupils rush ahead at a break-neck pace that is 
bound, sooner or later, to lead to inevitable dis­
aster-others again, trying to be too cautious, lose 
marks by playing at such a slow tempo as to 
dislocate the rhythm beyond understanding. 

The candidate should realize that the sight­
reading test is not imposed as a means of discover­
ing the technical facility in reading a new work, 
but aims at revealing the musical mentality of 
the candidate. It is therefore more important 
that the spirit rather than the letter of the music 
be faithfully observed. 

It is fatal to sacrifice the broad rhythmic and 
formal idea of the passage selected for a test, to 
mere accuracy of note and fingering. 

Candidates must keep time when sight-reading. 
It is useless to play without rhythm: nothing is 
more certain to bring failure on the head of the 
unfortunate candidate than an attempt to read 
new music without keeping strictly to the most 
sensible tempo. 

Wrong notes by themselves are not of any great 
consequence and candidates should not worry too 
much over occasional lapses of this kind. 

No special music is required for sight-reading 
practice. The only requirement is that it shall be 
within the technical abilities of the player. For 
those who prefer specially written sight tests I 
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suggest the various books by Henry Geehl, Dr. 
Lyon, and Harold Colombatti. 

Tonality is another weak point in the reading of 
most candidates. Many students do not seem 
to realize the necessity of realizing exactly what 
key they are supposed to be playing in. Is it minor 
or major? If minor, is it melodic or harmonic 
form? 

Wrong chords are usually attributable to this 
neglect of ascertaining the correct tonality. 
Tonality is not merely a matter of looking at the 
key signature, for this may be misleading. It is 
entirely a matter of listening with your ears, 
particularly in modulatory passages. 

Such mistakes as forgetting the presence of 
accidentals, playing wrong chords, etc., are due 
to the lack of harmonic training. It is no good 
looking on music as a succession of isolated notes · 
the Candidate must be taught to regard music fro~ 
the composer's aspect. Only in this way will he 
become a reliable sight-reader. 

Change of clefs is another fruitful source of 
mischief. Often this is sheer carelessness, and lack 
of observation on the candidate's part. Nor is it 
confined to candidates at examinations, for soloists 
have actually been known to perform in public 
works during which they played in the wrong clef! 

It is also advisable to be prepared to read 
fro~ manus_cript (particularly orchestral players). 
While candidates are almost invariably supplied 

6-(24281 
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with printed sight-reading tests, the use of manu­
script copy is not tmknown. 

Hints for the Sight-reader. 
Do not read in single notes or isolated bars, but 

cultivate the habit of taking in a whole four-bar 
phrase in advance. The best sight-readers. always 
make a point of reading in advance of therr play­
ing: thus they are constantly foreshadowing any 
important changes of tempo, key, etc. 

Never read merely the melody, leaving the bass 
to take care of itself. (This applies only to 
pianists and organists.) In the case of players 
who have to read two or more staves at sight, the 
two staves should be regarded as component 
parts of a whole, and the eye should be disciplined 
to take the bass clef first, and to take in the treble 
almost simultaneously. 

Glance quickly through the test if possible, and 
mentally register any fairly important changes of 
key and time signature. 

Do not neglect the dynamic indications such 
as crescendo, diminuendo, ff, sfz, etc. 

Be able to recognize chords in any form what­
ever and learn to strip the harmonic mould of all 
its ~nessential embroidery. Every chord should 
be instantly recognized; and the student should 
be able to give its technical name. 

When reading any music at sight never stop to 
correct mistakes. You are not allowed to do it at 
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examinations; and in any event if you stop to go 
back and repeat a passage, clearly the mind is 
warned as to what is coming, and the second 
repetition is not sight-reading at all. When actu­
ally practis1:ng sight-reading tests for examination 
purposes it is, however, advisable to make a note 
of the par ticular type of obstacle which most 
frequently causes trouble. This can then be made 
the subject of separate study. 



CHAPTER IX 

THE MEMORY FACTOR 

IN former days playing from memory was regarded 
as an exceptional qualification, and even such 
great artists as Rubenstein, Carreno, Pugno, 
Halle and Esipoff habitually played from the 
printed score. 

Nowadays, examiners are practically unanimous 
in their demand for memory playing. Tobias 
Matthay, the famous piano teacher and examiner, 
used to say that, in his opinion, playing from 
memory should be imperative at examinations. 

Quite apart from the needs of examination 
candidates, however, the possession of a retentive 
memory is decidedly an essential part of the equip­
ment of every modern musician: the soloist on the 
concert platform, the singer in the opera house, and 
very frequently the conductor in the orchestral 
pit, are all compelled to commit their repertoire 
to memory. 

Indeed, if we examine the matter closely, we 
shall soon realize that, without memory, musical 
appreciation would be an utter impossibility; for 
it is only by remembering what notes in com­
bination sound like that the listener is enabled 
to appreciate the logical continuity and formal 
structure of the music as a whole. 

76 
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The ability to memorize proves itself on analysis 
to be little more than the ability to concentrate 
for lengthy periods, sufficient to ensure the correct 
knowledge of a work in all its detail. Concen­
tration itself is entirely a matter of will-power: 
it involves the determination to banish all those 
inelevant thoughts and considerations which 
drift into the mind, tending to divert it from its 
immediate concern. 

There is no memory, however recalcitrant, which 
will not yield to a system of training planned on 
scientific lines; it has been proved beyond all 
shadow of doubt that the possession of memory 
is not merely an accomplishment confined to the 
human race, but is a faculty of all organic life, 
however rudimentary. While the ratio of speed 
in which the memory responds to external stimuli 
often varies in different individuals, there can be 
no doubt that an excellent memory is largely, 
indeed almost exclusively, the result of systematic 
training. 

Naturally, memory improves with incessant 
training and constant usage: a conductor like 
Toscanini, for instance, can easily assimilate and 
commit to memory the full score of a modern 
opera in about the same time that the undisci­
plined amateur takes to memorize Mendelssohn's 
"Spring Song." 

The student should not be misled by the legends 
of truly phenomenal musical memory into believing 



78 HOW TO PASS MUSIC EXAMINATIONS 

that memory is the product of a sort of genius: 
nothing could be further from the truth. As a 
famous musicologist, the late Gerald Cumberland, 
has truly remarked in his remarkable monograph 
on the subject : "It is one of the lowest functions 
of the brain: even idiots possess it." 

No doubt interest lies at the root of a good deal 
of what may be termed for want of a better phrase 
"natural memorizing" ; the piece which one likes 
is committed to memory far more easily and in a 
much shorter period than the work for which one 
11as nothing but dislike. Yet in the course of 
preparing music for examination purposes, it often 
becomes necessary to memorize music for which 
the candidate has no special sympathies. It is 
here that the necessity of cultivating an excellent 
memorizing technique becomes obvious. 

As this book is addressed to students, many of 
whom will ultimately qualify as music teachers, 
let me here make the point that the foundations 
of a first-rate musical memory can be, and ought 
to be, laid in the earliest lessons. All technical 
studies, chords, arpeggios, scales, five-finger exer­
cises and simple tunes ought to be committed to 
memory, thus paving the way for more important 
work in later years. 

One of the most vitally important facts to 
realize is that all memorizing must be progressive: 
there must be continuity. It is quite useless, for 
example, in preparing musical history as an 
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examination subject, to commit to memory a 
series of isolated facts and dates. 

Such an unscientific method is doomed to 
failure. Progression and Continuity : these are the 
watchwords of success in memorizing. Again, it 
is useless to practise in single-bar units for this 
purpose: it is always necessary to practise in 
phrases or sentences. So it is with any theoret­
ical subjects: in history the student must grasp 
the significance of extended periods rather than 
isolated dates. 

Memorizing, in the case of one who has not been 
trained to regard it in the light of an acquired 
technique, is apt to be slow, irksome and often 
elusive. The remedy for this Hes in persistent 
effort. A work which seems intractable, resisting 
memorizing for a considerable period, will of ten 
remain more surely fixed in the mind ultimately 
than a piece easily learnt but as easily lost. 

The Visual Memory. 

I treat the visual memory first, not because it is 
the most important or the most commonly used, 
but because it is common to all musicians whether 
they be instrumentalists, vocalists, conductors, or 
composers. The aural and locomotory powers may 
be considerably different according as the student 
is a singer or a horn player, yet the visual memory 
is common property. 

The power to memorize by merely seeing 
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repeatedly is commoner than generally supposed. 
Sir Walter Scott used to remark that, with him, 
seeing once was equivalent to remembering. That 
this excellent form of memorizing is not more 
generally practised is simply owing to the fact 
that most students are content to rely exclusively 
on the locomotory and aural memories. Yet with 
practice the eye can be trained to memorize the 
most difficult and involved works with compara­
tive ease. 

The visual memory, unfortunately, is usually 
dimmed by familiarity with the object seen, so 
that constant reading of music tends to lessen 
the powers of retentive memory. A pianist who 
has played the Beethoven sonatas habitually from 
copy begins to find that it is difficult to memorize 
them by the purely visual memory alone. Hence 
the student who relies on the visual memory will 
have to take care that he master his work quickly, 
so that his memory and powers of observation are 
not blunted by undue familiarity with the printed 
score. 

The visual memory is particularly useful for the 
examination candidate, as it enables him, should 
the occasion arise, to summon to his assistance a 
mental image of the printed copy. Indeed, it 
is often highly developed in first-class soloists, 
and at least one eminent piano virtuoso, Mr. 
Frederick Dawson, has observed that when play. 
ing from memory he invariably visualizes the 

l 
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music, as if it were placed on the music-stand 
before him. 

At the beginning, in order to cultivate the visual 
memory, it is a good thing to make a deliberate 
plan of memorizing a given number of varied 
works, solely relying on this visual aspect of 
memory. This faculty is best cultivated mentally, 
i.e. without recourse to any instrument. A con­
venient unit should be selected, such as a four-bar 
phrase; the student should then close the copy 
and endeavour to recollect the phrase, and write 
it out from memory unassisted. Progress at first 
may be slow, but it is permanent. 

The Auditory Memory. 
The auditory is, of course, the most thoroughly 

musical form of memory that we possess: it is not 
strange, then, that examining bodies attach great 
importance to aural tests which are really eviden­
tial tests of aural memory-the ability to recognize 
sequences of notes and chords, and identify them 
by narnt::. 

This form of memory is essentially aesthetic, 
and therefore varies considerably with different 
persons whose reaction to the particular music in 
question varies in power. All of us find it easier 
to memorize the type of music with which we 
are in aesthetic sympathy than the music which 
we dislike. 

A very elementary form oi this auditory 
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memory is that bugbear of the music teacher, 
"playing by ear." Many teachers are inclined to 
regard "playing by ear" as a very vulgar form of 
amusement, and endeavour to prohibit it. This is a 
misguided belief:" playing by ear," if directed into 
proper channels, is an invaluable means of increas­
ing the powers of retention of the aural memory. 

In a rudimentary form the auditory memory is 
a type of the analytical, or intellectual, memory 
which we shall discuss later. But for the purpose 
of training the auditory memory it is advisable, 
indeed imperative, that the ear alone should be 
relied on, and the power of analysis should not be 
permitted to afford any assistance to the ear 
while it is being trained. 

Rhythm plays an important part in the auditory 
memory, particularly in a percussive instrument 
such as the piano. The ear ought to be attuned 
to realize the finer shades of rhythmic effect so as 
to reproduce these niceties to perfection. 

The exact harmonic lay-out is often difficult to 
memorize by the ear alone, for although the 
memory readily apprehends the sequences of 
harmonic patterns, it does not always quickly 
realize the exact spacing and arrangement of notes 
within a chord. 

That type of music which proves most intract­
able to memorizing is the contrapuntal style of 
Bach and Brahms. Here, clearly, the obstacle to 
progress is caused by the necessity to divide the 
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receptive mind into separate, music-tight com­
partments, so that the divergent streams of melody 
can run along unimpeded. Clearly, the ability to 
think in terms of counterpoint is the faculty of 
thinking of three or four things at one and the 
same time. That is the reason why contrapuntal 
music, such as fugues, canons and the like, 
usually prove the hardest nuts that the memorizer 
has to crack. 

The Locomotive Memory. 
Of all the phases of musical memory, the loco­

motive memory is undoubtedly the most fascin­
ating: it is constituted by the combination of a 
purely physical muscular action and a tactile 
impression communicated to the brain by means 
of the sense of touch. But although from the 
physicist's point of view, this locomotive memory 
is the most absorbing type of memory, it is least 
important from the musician's point of view. 

There is no doubt that a person both blind and 
deaf could learn to play any musical instrument, 
merely by the use of this sense of locomotion­
whether the results would compensate the unfor­
tunate student for the time taken up in study is 
perhaps another matter. 

There are, unfortunately, far too many examin­
ation candidates who rely, consciously or uncon­
sciously, on their locomotive memory solely, with 
often disastrous results. Gerald Cumberland's 
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words on this important matter ought to be very 
carefully digested: "The ordinary pianist," he 
remarks, "who does not take his work very 
seriously and has made no logical effort to train 
his musical memory, employs, consciously or un­
consciously, only his hand muscles and his ears 
when committing a piece of music to memory. 
A singer of the same type uses his throat and 
chest muscles; a flautist the muscles of bis lips 
and hands. Many amateurs, and practically all 
children who have been incorrectly taught, commit 
music to memory by playing it over and over 
again, until by sheer habit their fingers fall 
mechanically upon the right notes." 

But while this is undoubtedly true in the main, 
the locomotive memory is an excellent crutch 
when used properly and kept well under control. 
Indeed, for the examinee, it is very necessary that 
he should rely at times on this form of memorizing. 

In all practical examinations, regard is had to 
the standard of performance, and this consequently 
involves a consideration of the candidate's finger­
ing and pedalling (in the case of pianists), and 
fingering and bowing (in the case of stringed 
instrumentalists) . 

To this extent it is incumbent upon the candi­
date to see that his technical equipage is uniform 
and consistent: the fingering and phrasing, for 
instance, should always be played alike-in other 
words, they should be memorized also. 
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So, too, the pianoforte student should carefully 
observe the necessity of memorizing the pedal 
changes, etc. Indeed it might be advisable, in 
memorizing certain works of more than average 
complexity, to leave the pedalling until last, con­
sidering it separately so as not to confuse the 
mind. When the music itself has been memorized, 
the pedalling can then be attacked with the 
copy before the player. 

This locomotory sense is, of course, familiar to 
every teacher whose work has brought him in 
contact with beginners. At the piano or organ 
keyboard, for instance, the distribution of black 
and white keys in definite series becomes so very 
familiar, that after even a month's practice, the 
child is as conversant with the keyboard as with 
his toys. 

Yet, that this familiarity is entirely dependent 
upon, and subservient to, the sensory impressions 
of touch and locomotion is amply demonstrated 
by the first feeble efforts of the efficient pianists 
to play on the organ pedals. Despite his expert 
acquaintance with the piano keyboard and the 
knowledge that the pedals are laid out in identical 
fashion, he is just as much embarrassed with the 
strangeness of the new habitat as the youngster 
first confronted witlr the piano keys. 

In the case of children and adults who have been 
brought into contact with music at a compara­
tively late period in life, the locomotive faculty 
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as represented by the sense of touch and the 
sense of muscular activity is almost the only 
reliable means of rapid memorizing; but it is very 
mechanical and occupies a comparatively long 
time. Furthenuore, all wrong notes played during 
the period of practice are apt to be registered on 
the memory, so that a good deal of extra effort 
is required to cancel the erroneous impressions 
created. 

It is very necessary to warn the student that in 
developing the faculty of locomotory memory it 
is essential to stick to one way of fingering, bowing, 
pedalling, etc. He should never vacillate between 
two alternative fingerings, but should deliberately 
adopt one and consistently adhere to it, so that 
the memory is given a reasonable opportunity of 
acquiring the exact movements involved. The 
muscular mind will be rendered totally impotent 
if the student habitually alters his methods of 
fingering or bowing. 

The Combined Memories. 

It is apparent, then, that the one successful way 
whereby to predetermine the presence of an 
unfailing memory can only be achieved by com­
bining these three different systems of sensory 
reception, which I have referred to as (r) visual, 
(2) auditory and (3) locomotive. In simple terms 
they represent the familiar senses of sight, hearing, 
and touch. 
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Time is oflen an important element in memor­
izing. The rate at which the memory is capable 
of absorbing impressions cannot be unduly forced: 
there are definite limits to the speed at which 
music can be memorized, and this speed varies 
enonnously in different individuals. If time is an 
important consideration, then the pace may be 
accelerated by utilizing the analytical system of 
memorizing detailed later in this chapter, under 
the title "The Analytical Method." 

Students who have become accustomed to 
relying only on a single method of memorizing will 
soon discover the enormous strides made when 
they bring into co-ordination the other two 
methods. 

I would warn the student, however, that it is 
impossible in the great majority of cases to reduce 
the business of memorizing to a simple system 
consisting of three equal parts. 

Memory is often determined by considerations 
of a wholly psychological nature. Different senses 
naturally appeal to different mentalities, and 
although much can be done to develop the latent 
memory, there can be no useful purpose served by 
denying to one species of memory its relative 
superiority. 

If a musician possesses a particularly keen sense 
of touch, or an unusually powerful faculty of 
remembering visual signs, then let him develop 
this gift to the utmost extent. Yet at the same 
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time the wise man will always contemplate the 
possibilities of placing too great a strain on any 
one type of memory. It is always safest to develop 
the other latent fom1s, so that in the event of a 
temporary breakdown of that type of memory on 
which he is accustomed to rely, he will still have 
the others to fall back on. 

It is quite logical to suppose that if a player can 
memorize an entire sonata by means of the 
locomotory memory or the visual memory, he 
ought to be able to memorize the same work 
in a fraction of that period by calling in the var­
ious factors, assuming that all are equally well 
developed. 

This, indeed, is the truth provided that the other 
forms of memory are trained to a pitch of equal 
efficiency. I stress this, because it is vitally impor­
tant for the student to realize that it is useless for 
him to rely on these other forms if they are in an 
untutored state: the untrained memory is like a 
garden over-run by ·weeds- perfectly worthless for 
the purposes of sowing seeds: hence the necessity 
of disciplining one's self to an intensive course of 
memory-training which will effectually banish all 
those habits of carelessness and laziness which 
are the sequelce of untrainecl memories. 

A certain length of time should be allotted each 
day for "silent practice" in memorizing: that is 
a period during which the pieces are gone rapidly 
over in the mind, \\ hile away from the instrument. 
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All mistakes should be carefully noted, a.rt:l 
subsequently rectified by comparison with tl{e 
score. It is this l ype of men~~ 1 conceut'(ation 
which builds up that precious store of self-cri,tkism 
so necessary to the modern musician. l 

The result of a well-organized memory 1houH~ 
be that the player is able at any time (1) to play 
his piece, (2) to write it out in manuscrip~ This 
last is an invaluable test, and serves to Jemon­
strate the efficiency or otherwise of his memorizing. 
The practice of writing out cxamin<1t: .. : ...... c;t 
pieces is one which cannot be too highly recom I 
mended, and it is really surprising that students 
do not resort more to writing out music for prac­
tice, not only as an excellent check on their powers 
of retention, but a lso because of the illuminating 
insight that such a method provides into the style 
and structure of the composition. If the piece is 
properly memorized beyond all doubt, then one 
should not have the slightest difficulty in putting 
it down on paper. If the student fails in this 
simple test, he has not yet mastered his memory. 

Interpretation and Memory. 

One of the most vexed questions that always 
arises in any consideration of this important topic 
of memorizing is whether or no the interpretation 
ought to be committed to memory as well as the 
more technical performance. 

:\Iany musicians regard interpretation as a sort 
: ,,~2~, 
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ol improvised inspiration which can only come on 
rle occasions. This is quite misleading, for, as 
Tobiac- Mattha" !. s demonstrated in his remark-, , 

able t~;·tbook on this subject, musical interpreta­
tion i quite as susceptible to logical analysis as 
any ot er form. 

It is ~herefore futile to divorce the interpretation 
from t~ technique in practising: U1e two should 
always rl\n along in harness, and to this e~tent 
it is imper;ative that the scheme of emotional 
cl'-· .• ,5 .... ~ .,:~uld be planned with an architectural 
sense of proportion. 

As a general rule, in the case of students, the 
interpretative process is one to which no great 
attention is paid. Yet it is patent that the only 
justification for a musical performance lies in the 
interpretation which the player brings to bear on 
the work. 

In programme music especially, the knowledge 
of the "story" which the composer is depicting in 
terms of sound is invaluable: it conditions the 
interpretation and considerably assists the task 
of committing the composition to memory. 

This is not to suggest that a rigid schedule of 
emotions is to be drafted, to which the soloist 
will adhere at all costs; but the consistent adher­
ence to a definite interpretative scheme is of more 
than passing importance to the candidate. No­
thing is worse in the eyes of the examiner than a 
perfonner who allows his emotions to carry him 
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away. Every student should have a well-planned 
chart of the dynamic changes, the climaxes, 
changes of expression, tempo, etc., fixed firmly in 
bis mind if he hopes to succeed at examinations. 
No doubt the finest performances are often given 
on the spur of the moment, largely dictated by an 
inspiration which resists all attempts to summon 
it at any given time; but the examinee cannot 
afford to wait on inspiration. He must be prepared 
to give a finished performance at any time fixed 
by the board of examiners. Hence arises the 
necessity of preparing a suitable rendition, inter­
pretative as well as technological, and committing 
it to memory. 

The Analytical :Vlethod. 
The analytical method of memory consists in 

stripping the work which it is desired to memorize 
into its component parts in such a fashion that 
each subsequent reproduction of the work in 
question is merely a matter of re-assembling the 
"spare parts," a task that becomes easier with 
constant practice. 

The first thing is to prepare a careful survey of 
the formal structure of the work-not merely a 
hurried paper analysis such as a candidate in an 
examination for form might turn out, but a de­
tailed" map" of the work, its architectural features 
and its system of construction. Play the work 
through several times, slowly and deliberately. 
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all the \Vhile listening intelligently to its themes, 
the technical methods of development, etc. Then 
attempt to dissect the music into its component 
elements and so learn how to reconstruct it 
again. 

What are these elements? First we can say 
melody and rhythm. But this division would be 
too rudimentary, so we experiment and find that 
the most useful grouping of the primary essentials 
is: (r) melody, (2) rhythm, (3) tonality, (4) har­
mony, (5) counterpoint. 

For the analytical method of memorizing, it will 
be necessary to observe in precisely what pro­
portion these elements are assembled. Because 
this method involves a combination of visual and 
auditory memories, and also brings to bear on the 
subject an intellectual faculty very similar to that 
involved in the solution of a mathematical 
problem, it follows that the analytical method is 
the most reliable as well as being the most scientific 
system of memorizing music. 

For the student unaccustomed to this system, 
it will be necessary to insist on a considerable 
amount of self-discipline. Play slowly and deliber­
ately, so as to realize the full effects of the diverse 
musical devices, the varied rhythms, the melodies 
and the scales and modes on which they are built, 
tonalities and modulations (particularly in works 
of considerable proportions such as the sonata 
and concerto) and the exact sequence of tonal 
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relationships, harmonic schemes, dissonances, sus­
pensions, sequences, etc., and especially in contra­
puntal writing the exact effect of each part, 
independently and in co-ordination with the 
others. Organists, in particular, ought to culti­
vate this system of memorizing polyphonic music 
as much ac; possible. 

Landmarks that Assist. 
The memory should be so trained as to do its 

work more or less mechanically or subconsciously. 
Mnemonics should be avoided as far as possible, 
yet there may be occasions when, owing to pres­
sure of time or other cogent reason, it is not 
possible to memorize a work according to the 
scientific principles ·previously laid down. 

The faculty of imagination can often be used to 
suggest landmarks or mnemonics that will serve 
to assist the player in clearing away a stumbling 
block. 

In programme music, for instance, the literary 
basis of the music can often be made as a valuable 
mnemonic, a precious link for memorizing pur­
poses. A "story" is often easier to remember 
in toto than a piece of music : hence the recollection 
of the fable will considerably assist the functions 
of memory to a considerable extent. 

Then there are the particular difficulties or 
awk-ward passages which in themselves constitute 
specific landmarks. A difficult leap, a passag~ 
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which abounds in peculiar dissonances, or an 
unusual cadence-all these will serve as mnemonics 
on which the memory can rely. 

Rhyming mnemonics are fairly common for 
learning the subjects of the Bach "Forty-Eight 
Fugues'' : no doubt it is open to purists like Harold 
Samuel to object to great works of this kind being 
spoilt by association with doggerel which can lay 
no claim to literary elegance; but as an equally 
capable teacher, Dr. Prout, has remarked, they 
are invaluable for examination candidates who are 
often working against time. 

It is an excellent plan to keep a list of pieces 
memorized on which is entered data concerning 
the actual time taken in committing to memory, 
the number of difficulties encountered and the 
amount of practice required before surmounting 
them. In this way the memory will become a. 
source of analysis: its weak and strong points will 
be clearly indicated and the student will be thus 
able to form some estimate of those points in his 
technique which call for special attention. 

Improving a Weak Memory. 

The difficulty of strengthening a weak memory, 
or directing into proper channels a memory that 
has long been neglected and allowed to "run to 
seed," is complicated by the fact that the vast 
majority of students do not regard the subject as 
one which merits special attention, 
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Quite often the novice imagines, quite erro­
neously, that memorizing is a sort of infallible 
corollary to the ordinary practice hour. Many 
candidates are inclined to imagine that, in the long 
run, a piece is found to be memorized in proportion 
to the amount of practice put in on the purely 
technical difficulties. This is quite a mistaken 
notion; the technical aspect should be mastered 
.first : the process of committing to memory being 
a totally independent matter. 

Nervousness is another cause that contributes 
to the failure to play well from memory. Any 
tendency to hesitation, any slip caused through 
the inability to call the thing desired to mind in 
a given time, is bound to cause trouble. This 
doubting and lack of self-confidence is productive 
of most of the failures in examinations. Tobias 
Matthay has truthfully observed: "The moment 
you begin to doubt your ability to go on, you will 
fail: you will prevent the natural action of the 
mind: its essential onwardness." When playing 
from memory at examinations, the player should 
banish all fears of "forgetting." He should not 
dream of what will happen if his memory tempor­
arily deserts him : but should let the memory do 
its own work without prompting. Do not worry 
about what comes next, but concentrate on the 
passage being played. In memorizing, the best 
maxim to observe is that of letting the future 
bars take care of themselves. 
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Constant revision of all memorized pieces is a 
sine qua non. The memory can only be trusted to 
discharge its duties faithfully so long as it is on 
familiar ground. In order to test the ability to 
play from memory (especially long and involved 
works in sonata fonn) the student should make a 
practice of carefully checking his memorized 
version with the aid of the printed score. It is 
remarkable how frequently a sentence or phrase 
is forgotten without the soloist being aware that 
anything is amiss. 

The perfect memory must not only be automatic 
but should be so completely under control that 
it responds instantaneously. A memory which 
only yields to persuasion and coaxing is no 
memory at all. But although the memory must 
necessarily be automatic, the performance must 
never be r It is better to play from music and lose 
a few marks than play like a machine and lose 
not only marks, but reputation as well. 

Breakdown of Memory. 
One of the most frightful nightmares in a con­

cert artist's career is the fear of a "breakdown of 
memory." We are familiar with many instances 
of this sudden paralysis of memory. I once 
recollect that great violinist Eugene Ysaye for­
getting t!he exact sequence of variations in the 
Kreutzer Sonata of Beethoven. Alfred Cortot, 
too, after a concert once confessed that in playing 
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the Chorale, Prelude a11,d Fug1u of Cesar Franck 
his mind had temporarily become a complete 
blank, and he had found it impossible for some 
sixteen bars to recollect the original score of 
Franck. Finally, after a clever improvisation, he 
contrived to make his way through the labyrinth 
of forgetfulness and recapture the passage that 
had previously eluded him. 

Sometimes, as a result of temporary mind­
wandering, a player comes to grief in a composi­
tion, with the result that ever afterwards in play­
ing that identical work he is inclined to be nervous. 
This kind of fear rapidly develops into a state of 
permanent obsession. It is fatal to coerce one's 
self into believing that one cannot remember the 
passage. Lowell, the famous America text writer, 
has observed: "Attention is at the basis of all 
memory.'' 

One prolific source of breakdowns is the presence 
of "repeats." If these are indicated, as they 
invariably are, either by the usual abbreviated 
"repeat sign," or the presence of a first and second­
time bar, it sometimes occurs to a player to ask 
himself while actually performing : " Have I 
really done the repeat? Am I playing this for the 
first time or the second?" This curious incapacity 
to remember whether the repeat has actually been 
observed or not is by no means confined to 
those playing from memory : it often provokes 
the musician reading from score. This indicates 
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mind-wandering and should be regarded as a 
danger signal that the mind is flagging in its 
duty to concentrate. 

A working knowledge of practical harmony is 
very desirable as this considerably lightens the 
task of memorizing. Obviously, a person who 
knows harmony realizes that the chord G B D F 
is a dominant seventh, and consequently thinks 
of it as a single unit; whereas one without a ground­
work of harmony merely regards the chord as 
four disconnected notes, and thus increases his 
labours four-fold. 

Attention to health is also another matter of 
importance for the student who would possess a 
fast-rate musical memory. It has been well said 
that a healthy body is the foundation for a good 
memory, for the memory is dependent upon the 
proper supply of blood to the brain, and as the 
blood supply is determined by the general con­
dition of health, in like manner should a student 
carefully preserve his body. 

Testing the Apparatus. 
It is an excellent idea to check your memorizing 

regularly. This can be easiest done in one or other 
of two ways: (a) By means of gramophone 
records, or (b) with the assistance of musical friends 
who will correct your memorized performance by 
following the copy, and pointing out any errors 
or lapses. 
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Some students say: "Do not play from memory 
until you feel absolutely certain that your per­
formance will be note perfect." If you wait for 
this you might wait for years. You must accustom 
yourself to dispensing with the copy as soon as 
possible. Every time you play the work through, 
you must aim at adding one more step to the 
ladder which will enable you to escape from the 
tyranny of the score. 

If the student attacks the problem of the weak 
memory in the manner sketched in the foregoing 
pages, he cannot fail to succeed in gaining control 
over his powers of recollection. Some students 
will find that success comes earlier than others; 
but all will discover that the more one is disciplined 
to the task of memorizing with regularity, the 
more accustomed the mind will become to the 
task, and the greater the progress made in sub­
sequent attempts. 

It sometimes happens that musicians, often 
eminent ones, possess the remarkable ability of 
memorizing by a sort of intuition. Thus the late 
Leonard Borwick, one of our greatest pianists, 
once remarked: "You ask how I memorize? I 
can scarcely explain that. I have no special way; 
it does itself. What I mean is that when I know 
the composition through and through, there is no 
question of my not remembering it I I know it. 
I do not have to pick the piece apart or learn each 
hand alone. Nor do I learn by phrases. I study it 
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until every note is mentally absorbed and then it 
is mine. I can play it without the notes just as 
well as with them. When I play with orchestra I 
know all the orchestral parts: I learn the work as 
a whole. It is necessary for a soloist to do this, for 
often in piano-concerlos and always in violin­
concertos the solo instrument does not carry the 
bass. It would be very precarious for the solo 
artist not to be conversant with the bass or 
foundation part of the work: he might easily 
come to grief." 

This observation coming from so weighty an 
authority is worth considering: but the stu­
dent should guard against taking it too literally. 
All that Mr. Borwick means is that he has not 
analysed his own powers of memorizing. He 
should guard against attributing to the famous 
pianist any suggestion that memorizing is simply 
a matter of guess-work : that it most certainly is 
not. It is as much a science as algebra or 
chemistry. 

The Memory and Paper Work Examinations. 
Many students, who find no particular difficulty 

in memorizing music, of ten experience a consider­
able amount of difficulty in committing to memory 
purely theoretical subjects, as, for example, the 
facts required to pass an examination in history 
of music, or in musical analysis. 

They do not seem to possess, or rather to have 
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cultivated, the faculty of remembering, at any 
given instant, a whole sequence of isolated facts. 
The best way to overcome this is by practising 
answering specimen examination papers. All ques­
tions rnn on fairly stereotyped lines: a perusal of 
past examination papers will enable the candi­
date to amass a stock of representative prob­
lems. From these he can gauge the type of 
answer required. He can then prepare suitable 
answers. 

It is not necessary to memorize the entire 
contents of these answers in voluminous detail: 
all that is required is to have ready, on the tip of 
one's tongue, a number of headings, divisions and 
subdivisions, around which the answer can be 
written. 

It is an excellent idea to prepare a number of 
slips of paper of convenient size on which are 
written the main headings of his subject, so that 
one can readily have before one a bird's eye-view 
of the subject. It is more important to have a 
whole period in clear perspective at the expense 
of a few subsidiary details than a mass of ill­
digested facts unrelated to one another. 

Frequent revision is as essential in paper work 
as in the practical sides. I recommend the student 
to keep handy a stock of these slips in his pocket, 
so that he can test himself from time to time at 
any odd moment such as when travelling in train 
or bus. In this way time which otherwise hangs on 
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the hands can be utilized in strengthening the 
memory. It is really surprising what wonders a 
few minutes per day in this fashion will work I 

Memorizing and Sight-reading. 

Yet, important as the necessity of memorizing 
music is to the candidate, he should not overlook 
the fact that sight-reading is equally as important 
in the eyes of the examiner. 

It is well known that too much insistence on 
memorizing often results in an incapacity to read 
music at sight. Naturally the player who has 
always become accustomed to play from memory 
and never at sight is more or less on terra incognita 
when asked by the examiner to read a piece of 
music that is strange to him, a prima vista. 

So that, however desirable it may be to increase 
the powers of memorizing, it should not be done 
at the expense of time spent in reading new music. 

On the other hand, sight-reading with its 
necessary preoccupation with visual consider­
ations is inclined to blind the ear somewhat to 
details which could not escape the soloist play­
ing from memory, and accordingly left with his 
powers of self-criticism unimpaired. 

At the same time, hasty memorization may lead 
to precisely the same evil : the visual, aural, or 
tactile memory may be so preoccupied with the 
task of recalling the none-too-vivid impreS$ions of 
a hastily prepared piece, that all regard for detail 
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is swamped by the necessity for recalling elusive 
passages in the nick of time. 

The student then has to preserve a balance 
between sight-reading and memorizing so that he 
is equally proficient in both. 

The Benefits of Memorizing. 
The benefits of memorizing cannot be over­

estimated. Apart altogether from the excellent 
mental training which is inseparable from the 
concentration of sustained memorizing, the realiza­
tion that one is able to play from memory, secure 
in the knowledge that a slip is almost impossible, 
acts as a tremendous stimulant and increases the 
will-power and nervous stamina. 

The playing becomes emancipated from many 
details which, trivial as they may be in themselves, 
often combine to defeat the best intentions of an 
ambitious and earnest student. The freedom from 
the necessity to tum pages, or the relief from the 
drudgery of peering at small and indistinct music 
type in artificial light are only two instances of the 
additional benefits that memorizing confers upon 
musicians. The eye and ear are left free to devote 
their undivided attention to the actual perform­
ance untrammelled by considerations of" reading." 

Furthermore, if the student bas trained himseU 
to memorize partially by means of the analytical 
method, his appreciation of the work he is playing 
qua music rises by leaps and bounds. 
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Memorizing should be taught and studied as a 
separate subject: it is really quite futile for a 
teacher to instruct a pupil to bring the next lesson 
prepared "by heart" without indicating some­
thing of the lines along which that pupil ought to 
work in order to gain the desired results. 

CHAPTER X 

THE EXAMnnm's POINT OF VIEW 

HITHERTO our approach to examinations has been 
rather from the candidate's point of view. We 
shall now look at the matter from another angle 
-that of the examiner. We shall endeavour to 
pierce the veil of mystery that overhangs the man 
who holds in his hands the fate of the candidate. 
If we know what the examiner wants, if we can 
put ourselves in his place for a brief period, we 
shall be in the enviable position of being able to 
anticipate intelligently his requirements, and this, 
as every candidate will realize, is half the victory. 

Examiners, by virtue of their uncongenial and 
thankless task, are not by any means a well-liked 
race of men. A man who undertakes to tell the 
truth about an intimate matter such as a musical 
performance is not likely to be regarded with 
feelings of gratitude when he feels it incumbent on 
him to fail a candidate. 

It is natural for the candidate who has failed 
to regard the examiner as his bete noire. Students 
are always prone to blame examiners for faults 
which ought to be laid at their own d.oor. 

The Examiner : Only Human. 

It would be idle to suggest that examiners as 
a race are perfect : like most human beings they 

8-(~ •8) 
ro.5 
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suffer from personal idiosyncrasies that may 
affect for better or worse their opinion of a candi­
date's performance. 

Examiners cannot be expected to display more 
than the average patience and tact. If candidates 
without an earthly chance will persist in sitting 
examinations, they must not grumble if they find 
the examiner often a tough nut to crack. If you 
fail, do not lay the blame on the examiner and 
pretend that he doesn't know his business. For the 
possibility of an unqualified examiner can nowa­
days be ruled out of consideration. No doubt in 
days gone by, it occasionally happened that an in­
efficient person contrived to slip into the list of 
examiners, but nowadays no reputable college 
can afford the stigma of having on its board an 
incompetent musician. 

Exactly what constitutes a qualified man it is 
not within the province of the present book to 
determine: although, within living recollection, 
much capital was made out of the fact that at 
Cambridge University the Board of Examiners 
once included, at one and the same time, three 
musicians: Sir Charles V. Stanford, Sir A. C. 
Mackenzie and Mr. T. Wigham, none of whom 
possessed a University degree, yet who were 
sitting in adjudication on candidates for Mus.Bae. 
and Mus.Doc. ! 

The examiner does not look for perfection in 
candidates; he is satisfied with a bare minimum 
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of talent allied to technique. The candidate need 
not regard him as a sort of unapproachable ogre. 
On the contrary, the examiner can be most helpful 
in advice. 

"Legitimate '' and " Illegitimate "Modes of 
Performance. 

The examination is not only a means of testing 
for certain results: if it is to be at all justifiable 
the examination must have regard to the means 
whereby the results are arrived at. Hence the 
distinction between a "legitimate" and an 
"illegitimate" style in performance. 

In singing- the voice production; in org~.n­
playing-the pedalling and registration; in pian­
ists-the digital technique and pedalling; in string 
playing-the tone-production and bowing; chese 
are all matters in which the legitimate style is an 
important factor. The processes of fingeri, 1g, of 
bowing, of articulation, etc., often determine the 
legitimacy or otherwise of a player's style. Finger­
ing, particularly, reveals the truth as to the 
candidate's past training. 

No doubt opinions may differ as to the expedi­
ency or otherwise of a particular method of finger­
ing a certain passage. Yet, allowing always for such 
divergence, there still remains the genuine truth 
of the proposition that an "illegitimate" fingering 
is instantly recognized by the examiner who 
accordingly deducts marks from the candidate. 
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In the teaching examinations of the L.R.A.M. 
diploma and in the "Art of Teaching" paper set 
by all entrants for the higher diplomas of the 
Trinity College of Music, tests are set wherein the 
candidate is required to mark the most suitable 
fingering (and bowing in the case of string players) 
for a given passage. This is a searching test of the 
candidate's ability to indicate a common-sense 
fingering that accords with legitimate principles. 

Sight-Readin~ Tests. 
The sight-reading test is usually responsible for 

a large crop of failures at every sitting. So impor­
ta.."lt is this subject in the modern musical examin­
ation, that it bas been deemed necessary to 
dev9te an entire chapter to its consideration. (See 
Chapter VIII.) Even so, its importance merits 
further discussion in the present chapter. 

TM sight-reading test affords a valuable clue 
for th(i examiner as to the candidate's attitude 
toward~ music generally, as well as to the limit­
ations of his technique. An examiner is not 
informed how many years a candidate has been 
engaged in preparing for the examination. The 
student may have been practising at the test 
pieces for ages, yet the examiner has only the 
finished product before him to go from. But the 
sight-reading test furnishes him with means of 
ascertaining in a few minutes the exact qualifi­
cations of the entrant. 
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On the whole, the consensus of opinion among 
experienced examiners is that the standard of 
sight-reading is deplorably low. The average 
string or orchestral player is usually better 
equipped to read at sight than the pianist: a state 
of affairs explicable partially on the hypothesis 
that players of orchestral instruments have more 
opportunities for sight-reading than pianists, and 
partly because the violinist or 'cellist has only 
a single staff to read, whereas a pianist has not 
only two (and possibly three) staves to read 
simultaneously, but in each he may have a con­
siderable number of chords, or the writing may be 
contrapuntal in style. 

The most flagrant offences in piano-playing, 
tabulated for the convenience of those candidates 
preparing for a piano examination are these­

I. Taking too quick a tempo at the outset, thus 
making reading a technical impossibility. 

2. Failing to notice changes of time-signature. 
3. Failing to notice changes of key. 
4. Ignoring changes of clef. 
It is quite apparent to the examiner in the 

majority of these cases that candidates are not 
really "hearing" what they play. They seem to 
be working out a purely abstract mathematical 
calculation, with the result that the music they 
are attempting to play, regarded as music, is 
destitute of coherence and intelligibility. 

Nor is it enough that the candidate is able to 



IIO HOW TO PASS MUSIC EXAMINATIONS 

play the notes he sees, and gives to each its appro­
priate signification on the instrument: he must be 
able to realize their meaning long before he 
attempts to render them into action. The copy 
should possess something more than a purely 
mechanical aspect; it should represent in a word 
-Music! 

Persistent Faults in Candidates. 

The most persistent faults in candidates run 
along fairly constant grooves. The most glaring 
faults are slipshod playing, inattention to accurate 
rhythmic values, slovenly playing, lazy and vague 
ideas as to phraseology, and all the minor il.aws 
that owe their origin to gross carelessness. 

While all examiners make allowances for the 
anxiousness of the occasion, the unfamiliar 
surroundings and the strangeness of playing under 
the most trying of conditions; while the examiner 
who knows his business is prepared to make 
favourable concessions in these respects, it is 
impossible to expect him to pardon faults directly 
and obviously attributable to carelessness and 
slackness. 

It is sometimes difficult to distinguish between 
the hesitancy of the candidate afflicted with 
"examination nerves" and the work of the student 
who has not properly laid the foundations of a 
good technique; but the difficulty does not last 
long. The distinction soon becomes obvious. 

/ 
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One of the worst faults is that of ignoring the 
proper value of rests and pauses. Some students 
seem incapable of holding out a semibreve until 
the proper time for its release is reached. 

The Necessity for Rhythm. 

Others again do not play with sufficient 
rhythmic clarity to make the difference between 
f and ¾ times readily apparent. 

If it were possible to prepare a census of mis­
takes at examinations, it would be found that more 
marks were forfeited through neglect of time­
keeping than from all other causes put together. 

Too many candidates seem to imagine that as 
long as they play the right notes, they are entitled 
to a pass. Note accuracy by itself is nothing: what 
the examiner looks for is the evidence of a genuine 
musical talent. A wrong note here or there counts 
for little. But such errors as playing habitually 
out of time, completely ignoring dynamic indica­
tions such as pp-ff, sforzando, etc., cannot be 
overlooked as coming within the category of 
'' mere slips." 

In sight-reading, especially, this sense of 
rhythm is most useful. Without a regard for the 
principles of logical rhythmic phrasing, the sight­
reading test is reduced to an absurdity. Here 
again, it is of no use whatever playing the right 
notes, if the time is butchered. 

This lack of rhythmic proportion, which is such 
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a distressing feature in the playing of fifty per cent 
of candidates, is traceable to inexperience in 
ensemble-playing. All candidates should make 
a point of playing and singing with fellow music­
ians, so as to acquire plenty of experience in 

' rigorous time-keeping. Too much solo playing 
tends to make the student forget the necessity for 
adhering to a regular metronomic pace. 

Final Hints to Candidates. 
If you are not sufficiently prepared, take the 

obvious course and postpone the sitting. It is a 
most foolish policy to sit any examination on the 
off-chance that by good fortune you may scrape 
through. Unless you have the luck of a lottery 
prizewinner, you will assuredly fail; and a failure 
is apt to tum sweet ambition into sour discontent. 

At the same time, many students possess a 
sort of inferiority complex which results in their 
being extremely anxious to grasp any straw as 
an excuse for not sitting the examination looming 
ahead. To these, only one piece of advice is 
permissible: Go ahead and plunge straight into the 
thick of it. "Faint heart ne'er won fair examiner 
yet." 

As the examiner does not have sufficient time 
at his disposal to hear a work all through, he 
will select the most important extracts and pass 
judgment on these. To those who suggest that 
this is hardly fair, it can only be replied that there 

... 
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is ample justification for the curtness of the 
method. After all, there is no need to eat a whole 
plateful of burnt porridge in order to decide that 
it is spoilt. 

As the examination is not merely a test of the 
candidate's technical and musical skill, but also 
of his resource and ingenuity, he should be careful 
to respond to the examiner's viva voce questions 
quickly and alertly. 

Nervousness at examinations will always be 
taken into consideration. The examiner recog­
nizes it and makes allowances accordingly. A 
good deal of this type of nervousness is due to the 
failure to realize that the examiner is merely 
there in the capacity of an intelligent critic. He 
is not out to defeat the candidate, but merely to 
give expression to his candid opinions. 

Whatever else happens, the candidate should 
be warned against mind-wandering. Concentra­
tion is most essential at any examination. The 
candidate will soon find his nervousness vanishing 
in proportion to his increasing absorption into 
the work in hand. 

Listen carefully to the examiner's requests. If 
he asks you to play the scale of B minor, harmonic 
form, be careful that you do not play him the 
melodic form. If you do not understand what an 
examiner is asking you, don't be afraid to explain 
your difficulty. He will be much more able to 
assist you then, than if you remain silent and 
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waste time in trying to puzzle out for yourself his 
meaning. 

Lastly, and most important of all, see that you 
satisfy the examiner to the best of your ability. 
Let him see that you do really Ia?ow something 
about music: you need not do this obtrusively. 
It can be done in many slight ways. 

Combating Examination " Nerves." 
Nervousness is the bane of the examination 

candidate. Yet it is not confined to him, for 
some of the greatest soloists have confessed to 
extreme nervousness when playing in public. 

The secret of curing nervousness is simple. It 
lies in the exercise of will-power. If the mind is 
kept concentrated on the work in hand, the 
"nerves" will be forgotten completely. Of course, 
it need hardly be said that the candidate must 
have complete mastery of the test pieces to be 
played. In the absence of this mastery, there is 
a corresponding lack of confidence, which goes far 
to undermine the player's stability and naturally 
leads to a feeling of insecurity that ultimately 
communicates itself to the playing. 

The control of nerves is largely a matter of 
will-power. The acrobat, who walks across a 
gaping abyss with only a thin tight-rope as a 
support, is exercising his will-power and refusing 
to give way to panic. This is what the candi­
date must do. Naturally, the candidate under 

THE EXAMINER'S POlNT OF VIEW II5 

examination condition can never be so completely 
self-possessed and detached from his immediate 
surroundings as he is, for instance, in his own 
music room at home. Yet he can minimize the 
distracting effects of the strange atmosphere by 
keeping himself well disciplined by will-power and 
concentration on the subject in hand. 

Assuming that the student can play the test­
piece perfectly well, in a creditable fashion that will 
satisfy the examiner, the best plan is for him to 
stop thinking about the examination altogether. 
It is a great mistake to overwork a few days before 
the event: it is a far more successful policy to 
relax ever so slightly before the actual day of 
examination and engage oneself in a little light 
exercise or amusement, leaving the mind fresh and 
unimpaired. Keep the health well up to concert 
pitch, and do not start discussing your probable 
chances of success or failure with fellow candidates. 

Never take any stimulants before an examin­
ation : they will cloud your brain and blind your 
:finer critical perceptions. Do not go to the exam­
ination hall too early, with the result that you get 
"all worked up" into a highly nervous state long 
before you are due to be heard. Do not start 
wondering what the examiner is thinking about 
your performance, but concentrate on your own 
work. In this way you will banish nervousness. 

In paper work the candidate must see that all 
the questions asked are answered as required. Do 
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not answer more or less, and make sure that every 
question is properly numbered in accordance 
with the test paper. Do not omit to put your 
name on the outside of the examination sheet, 
together with any other particulars that may be 
required for the purposes of identification. 

In bringing the present book to a conclusion, 
we realize that the examination system has proven 
itself to be one of enduring benefit to music stu­
dents. The training that is entailed in preparing 
for any particular examination leaves its lasting 
effects on the mind. The knowledge that one has 
succeeded in a given examination fortifies the 
musician, and gives him encouragement to climb 
still farther up the ladder that leads to success. 
Farther, if the student takes to heart all that bas 
been said concerning the various aspects of attack­
ing examinations, he will have acquired a method 
of study that will ultin1ately save much time and 
temper. Economy of time and energy is more 
necessary to the examination candidate than to 
any other musician. 

The examination system has resisted attacks 
made upon it from time to time, and it is at pre­
sent in a strongerposition than ever it was. Success, 
qualifications, and often one's professional career 
are conditioned by successfully passing an examina­
tion. The few precepts that have been given in the 
foregoing pages will materially help, if carried out 
logically and systematically, to a successw). issue. 

1, 
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Sharles 's Elementary Book-keeping 
By F . F . SnAHLF..S, F.S.A.A., F.C.T.S. • 

Part I 

Net 

Net 

Net 

Shopkeepers' Accounts Simplified 
By C. D. Conm-;LL . • • . • Net 

Sinking Funds, Reserve Funds, and Deprecia-
tion By 1. H. BURTON • • • Net 

5 

P&JCL 

7/6 

2/-

5/-

10/6 

2/6 

5/-

7/6 

3/6 

3/6 

21/-

7/6 

3/6 
0/-

7/6 

10/6 

7/6 

3/6 

2/-

3/6 



CAREERS, ETC. 
PRIOII 1 

Authorship and Journalism 
By ALBERT E. BULL Net 3/6 

Banking as a Career 
By F. A. WILLMAN, Cert. A.LB. Net 3/6 

Flying as a Career 
By MA.Jo:& 0. STEWART, M.C., A..F.C. Net 3/6 

Game of Commerce, The 
By HERBERT KENDRICK • • • • • Net 3/6 

Hotel and Restaurant Careers for Women 
By ERNEST M. PORTER • • . . . Net 5/-

How to Become an Auctioneer and Estate 
Agent 

By W. F. NoICEs, F.A. .. I. Revised by D. Mol?-.'TYRlll, 
B.A., LL.B. . . . . . . . Net 3/6 

How to Become a Company Secretary 
By E. J. HA:m!oND . • • Net 3/6 

How to Become a Private Secretary 
By J.E. McLACBLAN, F.I.P.S. (Hons.) . Net 3/6 

How to Become a Qualified Accountant 
By R. A. WrrrY, F.S.A.A. . Net 3/6 

How to Choose Your Career 
By W. LEsLIE IVEY, M.C., M.S.11.A. Net 3/6 

How to Secure a Good Job 
By W. LESt.tE !VEY, M.C., M.S.M.A. Net 3/6 

Insurance as a Career. By F. H. SHEtUUFF Net 3/6 
Journalism as a Career 

Edited by W. T. 0:aANFmLD Net 5/-
Stage as a Career, The 

By DoNOV AN MA.ULB Net 3/6 
CIVIL SERVICE 

Arithmetic for Civil Service Students 
By T. H. TEARE, B.Sc., a.nd F. W. TEA.lU!l, B.Sc. 4/-

Civil Service Essay Writing 
By W. J. ADDIS, M.A. Net 2/6 

Civil Service Guide . 
By A. J. LAWFORD JONES • • • • Net 2/6 

Copying Manuscript, Orthography, Hand-
writin~. etc. By A. J. LAWFORD J'oNES Net 3/6 

Elementary Precis Writing 
By WALTER SB..A.WCROSS, B.A. . Net 2/-

English for Civil Servants 
By WALTER SHAW'OROSS . . . • Net 2/6 

Guide to Indexing and Precis Writing 
By W. J. WESTON, M.A., B.Sc., and E. BowKE:R Net 2/-

6 

COMMERCE, ETC. 

Business Handwriting. ByW. ButtTON 

Commerce and Accounts 
• Net 

By ALONZA. J.ums, F.F.T.Com., F.R.Eoon .. S. • 
Commerce for Commercial and Secondary 

Schools 
By A. J. FAVELL, B.Sc. (Econ.), A.O.I.S •. 

Commerce, Stage I 
By A. J.urns, F.F.T.Com., F.R.Econ.S. • 

Commercial Handwriting and Corre-
spondence. By J. H. a.nd c. KA.Y • Net 

Commercial Practice 
By ALFRED ScnoFIELD, B.Sc. (Econ.) • • Net 

How to Succeed in Your Examination 
By W. W. MILLER, B.A. (Lond.) . 

How to Study for Examinations 
By D. CooPEB • 

Manual of Business Training 
By .A.. STEPHEN NOEL, F.R.Econ.S. 

Modern Business and Its Methods 
By W. CAMPBELL, Char~red Secretary 

Pitman's Popular Guide to Journalism 
By A. Kl:NOSTON • • • • • 

Pitman's Practical Journalism 
By A. BAKER, M.J.I. Revised by E. A. Co.PE 

Principles and Practice of Commerce 
By JAMES STEPHENSON, M.A., M.Com., D.So. 

Principles of Business 

• Net 

• Net 

• Net 

Net 

Net 

Net 

By J.ums STEP.BENSON, M.A., M.Com .. D.Sc. 
Pa.rt I, Net 2/6; Part li . . . . Net 

Questions and Answers on Commerce. Stage I 
By A. J. FA.VELL, B.Sc. (Econ.), .A..C.I.S. . . Net 

Questions and Answers on Commerce. Stage II 
By the same Author . . . . . Net 

Questions and Answers on Business Practice 
By E. J. HAMMOND • Net 

Routine of Commerce 
By ALFRED SCHOFIELD, B.Sc. (Econ.) 

Theory and Practice of Commerce 
Edited by G. K. BUCKNALL, A.C.I.S. (Hons.) 

Wholesale and Retail Trade 
By w. CAMPBELL 

7 

Net 

Net 

Net 

PBTOI 

1/6 

3/6 

3/6 

2/6 

2/6 

3/6 

3/6 

2/-

4/-

7/6 

2/6 

3/6 

8/6 

3/6 

2/6 

3/6 

5/-

4/-

7/6 

6/-



ENGLISH AND COMMERCIAL 
CORRESPONDENCE 

Business Letters in English 
By W. J. WESTON, M.A., B.Se. • Net 

Commerce and Correspondence 
By E. H. GROUT, B.Sc. (Econ.) Net 

Commercial Correspondence and Commercial 
E~~ ~ 

Commercial Dictionary Net 

Correspondence of Commerce, The 
By .A. RISDON PALMER, B.Sc., B..A.. Net 

Dictionary of Correct English, A 
By M. A. Pnra:, M.A. Net 

English and Commercial Correspondence 
By H. NAGAOJCA and D. THEOPHILUS, B.A. • 

English Composition and Business 
Correspondence 

By J. F. DAVIS, D.Lit., M.A., LL.B. (Lond.) . Net 

English Exercises. A. Book of Homonyms 
By B . s. BARR.ET'£ 

English for Commercial Students 
By H. W. HoUGRWN, .A..O.I.S. • • Net 

English Grammar and Composition 
By W. J. WESTON, M.A., B.Sc. (Lond.) . Net 

English Mercantile Correspondence Net 

Guide to Commercial Correspondence 
By W. J. WESTON, M.A., B.Sc. (Lond.) 

How to Teach Commercial English 
By WALTER SllAwCRoss, B • .A. • Net 

Letter Writing 
By G. K. BuoKNALL, A.C.I.S. (Hons.). Net 

Manual of Commercial English 
By WALTER SiliWOROSS, B.A. . Net 

Manual of Punctuation. By W. o. WEBS"l'ER 

New Era Spelling Manual. By H. J. BoWEn 

IS 

PRIO! 

3/6 

5/-

3/6 

1/6 

4/-

2/6 

3/6 

2/-

3/6 

2/8 

4/6 

3/6 

2/6 

3/ 6 

1/-

3/6 

l/-

2/6 

English and Commercial Correspondence-contd. 

Pocket English Dictionary . Net 

Principles and Practice of Commercial Corre­
spondence. By J. STEPHENSON, li1.A., l\I.Com. Net 

Punctuation as a Means of Expression 
By A. E. LOVELL, M.A. • . . • . Net 

Self-Expression in English 
By Jo.HN BENNETT . • • Net 

Synonyms and Antonyms, Pitman's Book of 
Net 

GEOGRAPHY AND HISTORY 
Commercial Atlas of the World Net 

Commercial Geography of the World 
By W. P. RUT.rER, M.Com. Net 

Commercial History 
By J. R. V. MARCHANT, M.A. Net 

Economic Geography 
By John l\foFA.RLA.NE, M.A., M.Com. Net 

Economic Geography, The Principles of 
By R. N. RummsE B ROWN • • . Net 

Elements of Commercial Geography 
By C.H. GRANT, M.Sa., F .R.Met.Soc. . Net 

Elements of Commercial History 
By FRED HA.LL, M.A., B.Com., F.O.I.S. Net 

Geography of Commerce, The 
By W. P. RU'ITEn., M.Com. Net 

History of Commerce, The 
By T. G. WILLIAMS, M.A., F .R.Hist.S., F.R.Econ.S. Net 

Main Currents of Social and Industrial Change, 
1870-1924 

By T. G. WILLIAMS, M.A. . Net 
Outlines of the Economic History of England 

By H. 0. Mlm.EDITH, 1\!.A., M.Com. . . . Net 
Principles of Commercial History 

By J. STEPHENSON, M.A., M.Com., D.Sc. Net 
Rise of British Commerce, The 

By K. G. LEwts, B.A., and N. BRA~rox 
Statistical Atlas of the World, A 

By :r. STEPHENSON, M.A., M.Com., D.Sc. Net 
2 g 

Pll!CE 

1/6 

7/6 

1/-

2/6 

2/6 

5/-

6/-

5/6 

10/6 

6/-

2/-

2/-

5/-

5/-

5/-

7/6 

7/6 

3/6 

1/6 



ECONOMICS 

Business Economics and Commerce, A Course 
PRWII 

in. By F. P. TUSIUXGBAM, B.Com.Sc. 3/-
Dictionary of Economic and Banking Terms 

By W. J. WESTO~, M.A., B.Sc., and A. CREW . Net 5/­
Economics for Business Men 

By W. J. WESTON, M.A., B.Sc. Net 3/6 
Economics of Private Enterprise, The 

By J. H. JoNES, M.A. Net 7/6 
Economics of Production and Exchange 

By JAMES STEPHENSON, M.A., M.Com., D.Sc.; and 
N. BRANTON, B.Oom. . . . . . Net 7/0 

Economics of the Import and Export Trade 
By HmoMU NA.GA.OKA 5/-

Economics of Instalment Trading and Hire 
Purchase. By w. F . CRtcK Net 5/-

Economics of the Industrial System 
By H. A. SILVERMAN, B.A. Net 7/6 

Economics of the Manufacturing Business 
By w. A. STEWART JONES, F.C.W.A.., F.S.S. 3/6 

Economics of the Wholesale and Retail Trade 
By J AMES STEPHENSON, M.A., M.Com., D.Sc. 5/-

Elements of Political Economy 
By H. RA.LL, B.A. Net 2/-

Exercises in Economics 
By A. PLUMMER, M.Sc. (Econ.), M.A., LL.D. Net 2/-

Guide to Political Economy 
By F. H. SPENCER, D.Sc., LL.B. Net 3/6 

Industrial Combination in England 
By P FITZGERALD, D.Sc.(Econ.) Net 10/6 

International Trade and Tariffs, An 
Introduction to 

By R. A. HODGSON, B.Com. (Lond.). Net 6/-
Introduction to Business Economics 

By J. STEPHENSON, M.A., M.Com., D.Sc. 3/6 
Outlines of Central Government 

By JoRN J. CLARKE, M.A., F.S.S. • . Net 6/-
0utlines of Local Government of the United 

Kingdom (and the Irish Free State) 
By JOHN J. CLARKE, M.A., F.S.S. . . Net 5/-

Substance of Economics, The 
By H. A. Sn.VE1"U.N, 13.A. (Econ.) Net 6/-

LO 

BANKING AND FINANCE 

Answers to Questions Set at the Examina­
tions of the Institute of Bankers 

By L. L. M. MINT'Y, Pb.D., B.Sc., Econ., B.Com.-
Foreign Excha.nge. Part I & Part 11 Each Net 
Economics. Part I & Pa.rt 11 . . Each Net 
English Gramma.r and Composition. Part I Net 

Banke/ as a Lende;: The" 
By F. E. 8'.l'EELE 

Part II Net 

Bankers' Advances 
Net 

By F. R. STEAD. Revised by c. R. w. 0uCKSoN, 
B.A., LL.B. . . . . . . . Net 

Bankers' Advances Against Produce 
By A. WitLLW:S, A.LB. . . . • Net 

Bankers and the Property Statutes of 1925 
and J 926. By R. w JONES Net 

Bankers' Credits. BY w. F. SPALDING Net 
Banker's Place in Commerce, The 

By the same Author 
Bankers' Securities Against Advances 

By LAWRENCE A. FOGG, 0ert. A.l.B. 
Bankers' Tests. By F. R. STEAD 

Banking for Advanced Students 
By PERCY G. H. WOODRUFF 

Bank Organization, Management, etc. 

Net 

Net 
Net 

Net 

Net By J. F. DAVIB, M.A., D.Lit., !..L.B. (Lond.) 
Bills of Exchange Act, 1882, The 

By M. H. MEGRAH, B.Com. Net 
Bills of Exchange Acts, A Practical Exam-

ination of the. By o. H. FENNELL Net 

Cheques. By o. F. HANNA.FORD Net 
Dictionary of Banking. By w. T.aoMBoN Net 
Dictionary of Banldng Terms in Three 

Languages, (English-French-German) 
By L. IlERE.'mt . • . . . . Net 

Dictionary of the World's Currencies and 
Foreign Exchanges 

PIUOE 

3/6 
5/-
3/6 
5/-

5/-

6/-

6/-

6/-
10/6 

3/6 

6/-
10/6 

7/6 

6/-

6/-

7/6 

6/-
30/-

21/-

By W. F. SPALDING 

Discount Market in London, The 
Net 80/-

By H. W. GREENGJUSS • Net 
Eastern Exchange, Currency, and Finance 

By W. F . SPALDING Net 
11 

6/-

15/-



Bankini and Finance-contd. 

Economics of the English Banking System 
By W. J. WESTON, M.A., B.Sc. Net 

Elements of Banking. By J. P. G.umY Net 
English Banking Administration, An Outline of 

By JOSEPH SYKES, B.A. (Hons.) . . . Net 
English Banking Methods 

Net By L. LE M. MINTY, Ph.D., B.Sc., B.Com. 

English Composition and Banking Corre­
spondence 

By L. E. W. 0. FOLL13MOK·LEGGA.TT, M.C., B.A. Net 
Foreign Banking Systems 

By H. PARKER WILLIS and B. :EI. BEOKIIART • Net 
Foreign Exchange and Foreign Bills in Theory 

and in Practice. By w. F. SPALDING • Net 

Foreign Exchange, A Primer of 
By W. F. SPALDING 

Foreign Exchanges, Arithmetic and 
of the. By A. G. Suoo, Cert. A.I.B. • 

Foreign Trade, The Finance of 
By W. F. SPALDING 

Functions of Money, The 
By w. F. SPALl>ING 

London Money Market, The 
By w. F. SPALDING 

Money, Exchange, and Banking 
By H. T. EASTON, A.I.B. 

Net 
Practice 

Net 

Net 

Net 

Net 

Net 

Money Machine, The 
By FRANOlS WBlTMOBE, B.Oom. Net 

Practical Banking, Currency, and Exchange 
By lI. E. Evt'l'T, Cert. A.T.B. . . . . Net 

Principles of Banking, Currency, and Foreign 
Exchange 

By R. II. Kr:rn, Cert. A.l.B. . . . Net 
Securities Clerk in a Branch ;Bank, The 

By F. J. LEWOOCK, Cert. A.I.B., A.C.I.S. . . Net 
Theory and Principles of Central Banking, The 

By WILUAM A. SHAW, Litt.D. Net 
Theory and Practice of Finance, The 

By w. Col.LIN BROOKS . 
Title Deeds Old and New 

By FBAN01s R. S·rEA.D 
12 

Net 

• Net 

P&ICI! 

5/-
2/-

2/6 

15/-

5/-

21/-

7/6 

8/6 

3/6 

7/6 

7/6 

10/6 

6/-

5/-

8/6 

5/-

7/6 

12/8 

10/6 

6/-

INSURANCE 

Actuarial Sclence, The Elements of 
By R. E. UNDERWOOD, M.B.E., F.I.A. Net 

Average Clauses and Fire-Loss Apportion-
ments . By E. R. MINNIOY, F.C.I.I. . . Net 

Building Construction, Plan Drawing, and 
Surveying in Relation to Fire Insurance 

By D. W. WooD, lI.B.E. Net 
Burglary Risks 

By E. H. GROU'r, B.Sc., A.C.I.I. Net 
Business Man's Guide to Insurance, The 

By A. PHILPOTT • • • • • • Net 
Casualty Insurance 

By C. J. CROBAUGil, M.A., and A. E. REDDING, B.S, Net 
Compound Interest, Principles of 

By H. H. EDWARDS • . • Net 
Dictionary of Accident Insurance 

Edited by J. B. WELSON, LL.M., F.C.1.1., F.C.1.S. Net 
Fire Extinguishment and Fire Alarm Systems 

By R. NORTHWOOD • • • • • Net 
Fire Insurance, Common Hazards of 

By W. G. KUBLER. RlDLEY, F.C.l.1. . Net 
Fire Insurance, Dictionary of 

Edited by B. C. RP:M:lNGTON, F.C.1.1. . . Net 
Fire Insurance, Principles and Practice of 

By F. GoDwm • • . . • • Net 
Fire Insurance, The Law of 

By J. ROWLA.TT, B.A. Net 
Fire Policy Drafting and Endorsements 

By W. 0. H. DARLEY • • • • Net 
Fire Waste. By G. E. KEA-Y . Net 
Guide to Marine Insurance 

By HENRY KE.,TE Net 
Insurance 

By T. E. YOUNG, B.A .. F.J.A., F.R.A.S. . • Net 
Insurance Office Organization and Routine 

By J. B. WELSON, LL.M., F.C.l.I., F.0.1.S., and F. H. 
SBERRIFF, F.I.A. . • . . . • Net 

Insurance of Profits. By A. G. MACKEN Net 
tnsurance of Public Liability Risks 

By,S. V. KmKPA'.L'RCCK, F.C.I.I. . Net 
13 

PRICE 

6/-

8/6 

6/-

10/6 

3/6 

25/-

5/-

60/-

7/6 

5/-

30/-

5/-

7/6 

7/8 
2/6 

3/6 

10/6 

7/6 
5/-

51-



Insurance-contd. 

Law and Practice as to Fidelity Guarantees 
By 0. EVANS and F. Ii. JONES • Not 

Law of Accident and Contingency Insurance 
By F. H. Jo~'ES • • • • • • Net 

Law of Negligence 
By J. B. WELSON, LL.M., F.0.1.1., F.0.I.S. . Net 

Law Relating to Insurance Agents and Brokers 
By J. B. WELSO:S, LL.M., F.0.1.1., F.C.I.S. . Net, 

Life Assurance from Proposal to Policy 
By Il. IlOSKING TAYLER, F.l.A., A.C.1.1., a.nd V. W. 
TYi.En, F.I.A. . • • . . • Not 

Life Assurance, Dictionary of 
Edited by 0. W. RIOHMOND, F.I.A., and F. H. SHERRIFF, 
F.I.A. . . . . . • . . Net 

Life Assurance, Guide to 
By S. G. L&IGR, F.I.A. Net 

Marine Insurance of Goods, The 
By F. W. S. POOLE Net 

Pension and Superannuation Funds, Their 
Formation and Administration Explained 

.By BERNARD ROBEltTSON, F.T.A., and Il. SAMUELS Net 

Pension, Endowment, Life Assurance, and 
Other Schemes for Employees 

By H. DouoBA.RTY, F.0.1.1. . Net 

Personal Accident, Disease, and Sickness 
Insurance, The Principles and Practice of 

By J, B. \.YEJ.~o:s, LL.M. Net 

Physiology and Anatomy 
By H. GARDINER, M.S., F.U.O.S. Net 

Principles and Practice of Accident Insurance 
By G . .E. BAXFIELD, A.0.1.I. • Net 

Principles of Insurance. By J. ALFRED Eo Net 

Successful Insurance Agent, The 
By J. J. Brsoooo, B.A., F.O.I.S. Net 

Talks on Insurance Law 
By J. A. W.&:rso:s, B.Sc., LL.ll 'N'et 

Workmen's Compensation Insurance 
By 0. E. GOLDDlG, LL.D., F.0.1.1., F.S.S. Net 

14 

6/-

7/6 

5/-

5/-

6/-

50/-

5/-

15/-

5/-

6/-

5/-

10/6 

6/-
5/-

2/6 

3/6 

51-

SHIPPING 

C:ase and Freight Costs 
:By A. W. E. OaosFIEt.D . . . . Net 

Exporter's Handbook and Glossary, The 
By F. M. DUDENEY . • • • • Net 

How to Export Goods. By F. M. DuoE:raY. Net 
How to Import Goods. By J. A. DUNNAOE • Net 
Importer's Handbook, The. By J. A. DuNNAOE Net 
Manual of Exporting 

By J. A. DONNAGE, F.S.S., F.0.1., A.M.lnst.T. ~CL 

Sbipbroking, Introduction to 
;By C. D. MACMURRAY and M. M. OREE . Net 

sJtu · ppmg. By A. B°ALL. F.I.O.S. and F. IImnvooo 
F.C.I.S. . . . Net 

Slllipping and Shipbroking 
By 0. D. ~lAcMURRAY and M. M.. Crum Net 

SJtiipping Business Methods 
By R. B. PAUL • . • Net 

Sloipping Finance and Accounts 
By R. B. PAUL • . . . • . Net 

Slilipping Office Organization, Management, 
and Accounts. By ALFuo CALVERT • • Net 

Sl~ipping Practice. By E. F. STEVENS Net 
Sltl.ipping Terms and Phrases 

By J . A. DUNNAGE Net 

INCOME TAX 

Itncome Tax Law, Practice, and Administration 

l'ftlCE 

2/-

7/6 
2/-
2/6 

10/6 

10/6 

3/6 

2/-

15/-

5/-

2/6 

6/-
7/6 

2/6 

By F. F. Su.AR.LES, F.S.A.A.; R. P. CB.ooM-Jou.._.sox, 
LL.B., K.O.; L. C. 0RAJJAM-DIXON, of the Inner 7'emple 
Barrister-at-Law, and W. J. EccoTT, Two Volumes Net 84/-

D:lctionary of Income Tax and Sur-Tax Practice 
By W. E. SNELLING.. Net 25/-

I111come Tax, Introduction to 
By E. D. FRYER, A.L.A.A. Net 2/6 

I111come Tax, Notes on 
By W. S. CARRINGTON, Chartered.Accountant Net 3/6 

I1ncome Tax, Snelling 's Practical 
By C. W. CmVERS . . . . . Net 3/0 

IJJ1come Tax Handbook for Company Secretaries 
By C. W. OUIVERS • . • • Net 5/-

15 



SECRETARIAL WORK, ETC. 

Chairman's Manual 
P&IOI 

By GURDON PALIN, a.ndERNEST "1'.ARTIN,F.O.!.S. Net 5/-
Company Registrar's Manual, The 

By J. J. QUINLIVAN • • Net 10/6 
Company Secretarial Routine 

By 0. 0. WALFORD, A.S.A.A., A.C.l.S. Net 1/-
Company Secretarial Work 

By E. MARTIN, F.C.I.S. . . . Net 2/-
Company Secretary's Vade Mecum 

Edited by P. TOVEY. Revised by 0. W. ADAMS, 
A.O.1.S. . . . . . . . Net 8/6 

Dictionary of Secretarial Law and Practice 
Edited by PmuP TOVEY, F.C.I.S. . . . Net 50/-

Examination Notes on Secretarial Practice 
By 0. W. ADAMS, A.C.1.$. Net 2/6 

Formation and Management of a Private 
Company. By F. D. IlEAD, B.A. Net 7/6 

Guide for the Company Secretary 
By ARTHUR COLES. Revised by W. 0EOIL Woon, 
A.O.I.S. . . . . . . Net 6/-

Guide to Company Secretarial Work 
By 0. OLDHAM, A.O.1.S, Revised by G. K. BUOKNALL, 
A.O.I.S. (Hons.) . . . . Net 3/6 

Honorary Secretaryship. By w. B. THORNE Net 2/6 
How to Take Minutes 

Edited by E. MA.&TIN, F.O.I.8. Net 2/6 
Meetings. By F. D. HEAD, B.A. Net 5/-
Practical Directorship 

By H. E. OOLESWORTaY, A.O.A., A.S.A.A.. • Net 10/6 
Practical Secretarial Work 

By H. I. Llll.e:, A.l.S.A., a.nd W. N. BARR Net 7/6 
Practical Share Transfer Work 

By F. W. LIDINOTON • • • • • Net 3/6 
Prospectuses: How to Read and Understand 

Them. By PJDLIP TOVEY, F.O.I.S., and H. LAMBERT 

SMITJJ, B.Sc. . . . . . . Net 5/-
Questions and Answers on Secretarial Practice 

By E. J. Iu.:r,ruoiro. Revised by G. K. BUCKNALL, 
A.O.1.S. (Hons.) . Net 7/6 

Secretary's Handbook 
Eilited by Sm U. E. BLArN, O.B.E. Net 5/-

Share Transfer Audits. ByR.A.DAVIES.A.o.r.s. Net a/6 
Transfer of Stocks, Shares, and Other 

Marketable Securities. ByF. D. HEA.o, B.A.. Net 711> 

l6 

INDUSTRIAL ADMINISTRATION 

JDictionary of Industrial Administration 
P&J('J; 

Edited by J. LEE, O.B.E., M.A., M.Com.Sc. Two 
Vols. Net 63/-

]Business Rationalization 
By CHARLES S. MYERS, 0.B. E., M.A., Sc.D., F.R.S. Net 3/6 

Causes of Accidents, The 
By ERic FARMER,, M.A. Net 3/6 

Engineering Factory Supplies 
By W. J. Hrscox Net 5/-

l~actory Administration in Practice 
By W. J. Risoox Net 8/6 

Wactory Lay -Out, Planning and Progress 
By W. J. Riscox Net 7/6 

Wactory Organization 
By 0. H. NOllll'BCO'I'l', M.A.., Ph.D., o. SBELBON, B.A., 
J. W. WA.RDROPPER, B.Sc., B.Com., A..C.W.A., and 
L. URWIOK, M.A. . . . . . Net 7/6 

]fair Wage, A. By E. BATl'EN Net 2/8 
J[ndustrial Organization, The Evolution of 

By B. F. SHmLDS, 11-1.A. Net 10/6 
1lndustrial Psychology in Practice 

By HENRY J. WELCit, and G. H. Mn.Es, D.Sc. . Net 7/6 
llntroduction to Industrial Administration, An 

By J. LEE, C.B.E., M.A., M.Com.Sc. Net 5/-
Key to Prosperity. By J. R. ORAM Net 2/6 
Labour Organization. By J. CuNNisoN, M.A. . Net 7/6 
Management 

By J. LEE, 0.B.E., :M.A., M.Com.Sc. Net 5/-
Main Cause of Unemployment, A 

By P. C. LoFTUs Net 2/-
Muscular Work, Fatigue, and Recovery 

By G. P. CROWDE:--', M.Sc., M.R.C.S., L.R.C.P. Net 3/6 
New Leadership in Industry, The 

By S. A. LEWISOfIN Net 7/8 
Outlines of Industrial Administration 

By R. 0. lIJmFORD, H. T. lllLOA.GE, and n. o. 
Jm,'lilNS Net 6/-

Philosophy of Management, The 
By OLIVErt SHELDON, .B.A. Net 10/6 

Problem of Incentives in Industry, The 
By O. H. M1I,E;;, D.Sc. Net 3/6 
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Industrial Administration-contd. 

Principles of Industrial Administration, An 
Introduction to 

By A. P . llf. FLEMING, O.B.E., M.Sc., M.I.E.E .. and 
H. J. BROCKLEHURST, M.Eng., A.M.l.E.E. . Net 

Principles of Industrial Welfare 
By J . Lt;:r,:, O.B.E., M.A., M.Com..Sc.. Net 

Rationalization 
By J. A. BoWIE, M.A., D.Litt. . Net 

Sharing Profits With Employees 
By J. A. Bowm, M.A., D.Litt. . Net 

Welfare Work in Industry 
Edited by E. T. KELLY . Net 

BUSINESS ORGANIZATION AND 
MANAGEMENT 

Business Management. ByPERcrva.L WHITE Net 
Business Organization and Routine 

By W. CAMPBELL, Chartered Secretary Net 
Clubs and Their Management 

By F. W. P DCLEY • • • • • • Net 
Colliery Office Organization and Accounts 

By J. W. lNNEs, F.C.A., and T. C. 0A.MPBE.LL, F.0.1. Net 
Commercial Management 

By 0. L. B OLLING • • . Net 
Filing Systems. By E. A. CoPE . • . Net 
Flour Milling Industry, Organization and 

Management of the. By E. L. PEARSON. Net 
Hire Purchase. By lIARoLD w. ELEY . Net 
Hire Purchase Organization and Management 

By V. R. Fox-81>llTH Net 
Hire Purchase Trading 

By CuNLXFFE L. BOLLING , Net 
Hotel Organization, Management, and 

Accountancy 
By G. DE B01''l, and F. F. SHARJ:.ES, F.S.A.A., 
F.C.I.S. . • . • . . • . Net 

How to Manage a Private Hotel 
By P. HOBBS • • Net 

How to Organize Bazaars, Concerts, Fetes, 
Exhibitions, etc. 

By F. A'lTFIRLD FAWKES • Net 
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PR!Oll 

3/6 

5/-

1/-

10/6 

5/-

15/-

1/-

10/6 

7/6 

10/6 
3/6 

12/6 
1/-

7/6 

10/6 

10/6 

3/6 

6/-

Business Organization and Management-contd. 

Modern Office Management 
By H. W. SIMPSON, F.0.1.S. Net 

Multiple Shop Organization 
By A. E. HAMMOND Net 

Office Organization and Management, 
Including Secretarial Work 

By LAWRENCE R. DICKSEE, M.Com., F.C.A .. , and 
Sm H. E. BLAIN, O.B.E. . . • • Net 

Organization of a Small Business, The 
By W. A. SMITH, A.C.W.A. • Net 

Retail Shop, The 
By 0 . L. T. BEECHING, 0.B.E., F.G.I. Net 

Self-Organization for Business Men 
By MoRLEY DA.INow, B.Sc.(Hons.), Lond. • Net 

Selling by Post 
By R..uioLD w. ELEY Net 

Solicitor's Office Organi.zation, Management, 
and Accounts 

By E. A. COPE and H. W. H. ROBINS , Net 
Stockbroker's Office, The 

By J. E. DAY . • Net 
Stores Accounts and Stores Control 

By J. H. BuRTON • Net 

MUNICIPAL WORK 

Local Government of the United Kingdom, 
and the Irish Free State, The 

By J. J. CLARKE, M.A., F .S.S. Net 
Municipal Accounting Systems 

By S. WHITEHEAD, A.S.A.A. Net 
Municipal Audit Programmes 

By the ea.me Author • Net 
Municipal Book-keeping 

By J. H. McCALL, F.S.A.A. . • • Net 
Municipal and Local Government Law 

By H. E. S.w:TR, LL.B. • Net 
Municipal Organization 

By M. H. Cox, LL.B. . . • . . Net 
Municipal Student's Examination Notebook 

By S. WHITEHEAD, A.S.A.A. • Net 
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PRICII 

7/6 

6/-

7/6 

2/6 

1/-

5/-

1/-

6/-

7/6 

5/-

12/6 

5/-

5/-

7/6 

10/6 

5/-

7/6 



Municipal Work-contd. 

Municipal Series 
Edited by WlLLIAM: B ATESON, A.C.A., F .S.A.A. 
Describes the Organization a.nd .t\clmini!1triition in the 
Various Departments of a )fouicipa.lity. 

Education Department 
By A. E. lKIN, B.Sc., LL. O. 

Electricity Undertaking 
By 0. L. E. S'l.'EWAR'l', ) f.C.E.E. 

Finance Department 
By \Y. BATESON, A.C.A., F.S.A..A. 

Gas Undertaking 
By E. UPTON, F.S.A..A. 

Municipal Engineer and Surveyor's 
Department. B y E. J. ELFORD 

Public Health Department 
By W. A.. LEONARD 

Ratin~ Department 
By A. H. PEACOCK, :'II . ..i., A.S.A .• \.. 

Town Clerk's Department and tbe 
Justices' Clerk's Department 

By A. S. W RIGHT and E. H. SIXGLE"l'ON' 

Tramways Department 
By s. B. N. MARSH 

Waterworks Undertaking 

Net 

Net 

Net 

Net 

Net 

Net 

Net 

Net 

Net 

PlliCII 

7/6 

6/-

116 

5/-

10/6 

6/-

5/-

7/6 

6/-

By F. J. ALBA..~, F.S.A.A., F.I.M.T.A., A.0.£.S. Net 10/6 

ADVERTISING AND COMMERCIAL ART 

Advertisement Lay-Out and Copy-Writing 
By A. J. WATKINS Net 15/-

Advertisements, The Lay-out of 
By R. U. W. Oox Net 10/6 

Advertising Procedure. By o. KLEPPNER Net 21/-
Advertising Through the Press 

By N. Ho::-."TE& Net 5/-
Art in Advertising 

By DOROTHY E. 1\1. IlOLDIOD and ERNEST w. 
TwlNDfo Net 25/-

Bus iness Man's Guide to Advertis ing 
By A. B. BULL Net 3/6 

Craft of Silent Salesmanship 
By o . M.U..'WELL TREOCJR!l'HA a.ud J. w. ll' 1rnws Net 5/-

20 

Advertising and Commercial Art-contd. 
Plt! Cl! 

Designs, Book of 
By 0. J. nnd L. S. S·rooNo Net 16/-

Dictionary of Advertising and Printing, The 
By G. J . FRESHWATER and ALl-'RED BASTJEN Net 42/-

Effective Postal Publicity 
By MAx RITTE-:.BERO Net 7/6 

Hints and Tips for Commercial Artists 
By BEll.NARD J. PALMER Net 5/-

Language of Advertising, The 
By J. B. 0PDYCKE • Net 15/-

Law Relating to Advertising, The 
By E. LINo-MALLISON, B.Sc. (Li.lie) . Net 7/6 

Lay -outs for Advertising. By JoHN Dm.:c. Net 12/6 
Lettering, Plain and Ornamental 

By E. 0. FooKS Net 8/6 
Modern Lettering from A to Z 

B y A. CECIL WADE Net 12/6 
Practical Points in Postal Publicity 

By MAx lliTl'ENBEII.O Net 7/6 
Practical Press Publicity. By A. L. CoLYEn. Net 3/6 
Ticket and Showcard Designing 

By F . A. P EA.lU:ION Net 3/6 
Training in Commercial Art 

By V. L. D.u-'VERB Net 21/-
Types and Type Faces By c. M. TREGUBTHA Net 2/6 

SALESMANSHIP 
Building Retail Sales. By C. 0. KNIGHTS Net 5/-
Commercial Travelling. By A. E . BULL ~et 3/6 
Craft of Silent Salesmanship 

By C. MAXWELL 'I'REOUR1'1IA and J. w. FRINO$ Net 5/-
Direct Mail Advertising for the Retail Trader 

By II. DE:-.'NETT . . . . . ~et 7/6 
Mail Order and Instalment Trading 

By A . E. BULL Net 7/6 
Mail Order Organization 

Bv P. E. \'\' ILSON Net 3/6 
Modern Sales Correspondence 

B, D. l\J. Wrr.so~ . . . N"et 5/-
More Sales Through the Window 

By C. C. KNIGHTS Net 5/-
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Salesmanship-contd. 

Outline of Sales Management, An 
By C. C. KNIGilTS, Sales CoMultanl 

Personal Salesmanship 
By R. SIMMA'l', M.A. . 

Practical Aids to Retail Selling 
By A. Enw ARD H.uwoND • • 

Practical Salesmanship 
By N. C. FoWLER, Junr. • 

Psychology as a Sales Factor 
By A. J. GREENLY . • . . 

Retail Distribution, Principles of 
By S. A. WII..LIAMS, M.A. . . 

Retail Management. By c. L. BoLLL~G. 

Retail Salesmanship. By c. L. BOLLING 

Sales Management. By c. L. BoLL1NG 

Salesmanship 
By w. A. CoRBION and G. E. ORlilfSDALE 

Salesmanship. By WILLIAM ::MilWELL 
Salesmanship, Technique of 

By C. C. IL--o:GBTS • • • 
Shop Fittings ancl Display 

By A. E. lI..uwOND • • , 

Successful Retailing. By E. N. SiltoNs 
Training for More Sales 

By 0. 0. Kl-"1GSTS, Scdu Conaultant 
Training for Travelling Salesmen 

By F. w. SBRUBSALL • • • 

TRANSPORT 
Canals and Inland Waterways 

Pl\10 

• Net 5/-

Net 5/-

Net 7/6 

Net 7/6 

Net 10/6 

Net 5/­
Net 15/­
Net 7/6 
Net 10/6 

Net 3/6 
Net 5/-

• Net 5/-

• Net 5/-
• Net 5/-

Net 5/-

Net 2/6 

By GEORGE CADBURY and S. P. DOBBS, B.A. Net 7/6 
Commercial Air Transport 

By LtEUT-COL. Ivo EDWARDS, C.M.G., and F. Tnt:M:S 
M.C., A.F.R.Ae.S. . . . . • . Net 7/6 

History and Economics of Transport, The 
By A. W. KDUtA.LDY, M.A., B.Litt., M.Oom., and 
A. D. EVANS • • • • • • Net 16/-

How to Make the British Railways Pay 
By M. F. FARRAR. . . . . . Net 3/6 

Industrial Traffic Management 
By G. B. LISSENDEN • , Net 25/-
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Transport- contd. 
ntcw 

Modern Dock Operation 
By D. Ross-Jom,soN, O.B.E., V.D., M.Inet.I. Net 6/-

Modern Railway Operation 
By D. R. LA.MB, M.Inst.T. . Net 7/6 

Port Economics 
By B. CUNNINGHAM, D.Sc., B.E., F.R.8.E., 
M.Inst.O.E. • . . . . . . Net 6/-

Railway Electrification and Traffic Problems 
By P. BURTT, M.Inst.T. . . . . . Net 10/6 

Railway Rates: Principles and Problems 
By P. BURT!', M.Inst.T. . . . . . Net 6/-

:Railway Statistics : Their Compilation and 
Use. By A. E. Kmirus, O.B.E., M.Inst.T. . Net 6/-

:Rights and Duties of Transport Undertakings 
By H. B. DAVIES, M.A. • Net 5/-

Road Making and Road Using 
By T. SALIU'ELD, M.Inst.O.E., M.Inst.T. Net 7/6 

!Road Transport Operation-Passenger 
By R. STUAitT Pn,cEEn., F.R.S.E., .M.lnst.T. Net 10/6 

Traders' Rail Charges Up to Date 
By J. W. PARKER, A.M.Inst.T. Net 3/6 

Transport Management, Practical 
By ANDREW HA8TIE , Net 10/6 

LAW 

Administration of Estates, The 
By A.H. CoSWAY Net 5/-

.Air and Aviation Law (Civil Aviation) 
By W:i.r. MARs1IALL FREEMAN, Barrister-at-Law Net 7/6 

Bankruptcy, Deeds of Arrangement, etc. 
By W. VALENTINE BALL, M.A., Barrister-at- Law Net 12/J 

Bills, Cheques, and Notes 
By J. A. SLATEll, B.A., LL.B. (Lond.), Revised by 
L. LE M. :MrnTY, Ph.D., B.Sc., B.Com., LL.B. . Ne~ 5 -

Business Tenant, The 
By EovrA.Ro S. Cox-SINCLAIR, and T. HYNES • Net 7/6 

Commercial Law of England, The 
By J. A. SLATER, B.A., LL.B. (Lond.) Net 3/6 

Companies and Company Law 
By A. C. Co:s1\'ELL, LL.B. (Lond.). Revised by W. E. 
WILKINSON, LL.D. , Net 6/-
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Law-contd. 
Company Law 

PRICP! 

By D. F. DE L'HosTE RANKING, M.A.., LL.D., and 
ERNEST EVAN SPICER, F.O.A. . . Net 10/-

Elements of Commercial Law, The 
By A. Il. DOUGLAS, LL.B. (Lond.) • 

Elementary Law 
By E . A. COPE. Revised by H. Coswa.Y 

Examination Notes on Commercial Law 
By R. W. HOLLAND, 0.B.E., M.A., M.Sc., LL.D. 

Examination Notes on Company Law 

Net 2/-

Net 4/-

Net 2/6 

By R. W. HoLLA...~D, 0.B.El., M.A., M.Sc., LL.D. • Net 2/6 
Executorship Law and Accounts 

By D. F. DE L'HoSTE RA;.~G, M.A., LL.D., 
E. E. SPIOEn., F.C.A., and E. 0. PEGLER, F.O.A. Net 15/­

Guide to Bankruptcy Law and Winding Up of 
Companies 

By F. PORTER FAUSSE'.r, M.A., Barrister-at-Law Net 5/­
Guide to Company Law 

By R. W. HOLLA?ID, 0.B.E., M.A .. , M.Sc., LL.D. . Net 3/6 
Introduction to Commercial Law 

By NonMA.N A. WEBB, B.Sc. 
Law for Journalists 

By CHARLES PILLEY, Barrister-at-Law 
Law for the House-Owner 

By A.H. 0oSWA.Y • 

Law of Arbitration and Awards 
By H. s. PALMER, M.A. (OxoN). 

Law of Contract, The 

5/-

Net 5/-

Net 2/6 

Ne 6/-

By R. W. HOLLAND, O.B.E., M.A., M.Sc., LL.D. Net 5/-
Law of Gaming and Betting 

By C. F. SHOOLBREAD, B.A., LL.B., Barrister-tit-Law Net 10/6 
Law of Joint Stock Companies 

By W. J . WES'.l'ON, M.A., B.Sc., Barrister-at-Law . Net 7/6 
Law of Master and Servant 

By F. R. BATT, LL.M. 
Law of the Sale of Goods 

By C. G. AUSTIN, B .A. (Oxon) . 
Law Relating to Building and Contracts 

By W . T. CRESWELL, Barrister-at-Law 
Law Relating to Industry 

Net 10/6 

Net 5/-

Net 12/6 

Net 15/-By H. SAMUELS, M.A., Barrister-at-Law 
Law Relating to Restraint of Trade 

By R. YoRKE HEDGES, LL.M., Barri$ter-at-Law Net 7/6 
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• Law- contd . 
Legal Terms, Phrases, and Abbreviations 

By E. A. 0oPE • Net 
Liquidator's Index and Summary of the 

Companies Act and Winding Up Rules, 1929 
By JoBN H. SENIOR, F.C.A., a.ud H. M. PRAT'!' Net 

Manual of Company Law and Practice 
By LESLIE MA.nnoox, Barri.8ler-at-Law Net 

Partnership Law and Accounts 
By R. W. H OLLAND, O.B.El., M . .A., of.Sc., LL.D. Net 

Principles of Marine Law 
By LAWRENCE D UOXWORTH. Revised by w. 
MABs1iA.Lt FREEMAN • • • • • Net 

Questions and Answers on Commercial Law 
By R. W. HOLLAND, O.B.El., M.A., ?II.Sc., LL.D. Net 

Rights and Duties of Liquidators, Trustees, 
and Receivers, The 

By D. F. DE L'HoSTE RANKING, M.A., LL.D., EBNEST 
E . SPICER, F .C.A., and ERNEST 0. PEGLER, F.C.A.. Net 

Slater's Mercantile Law 
Revised by R. W. ROLLAND, O.B.E., M.A., M.Sc., 
LL.D., and R . H. CODE HOLLAND, B.A., Barrister-
at-Law . Net 

Solicitor's Clerk's Guide 
By E . .A. 0oPE. Revised by F. G. W. LEsTER Net 

Trade Mark Law and Practice 
By A. W. GRIFFITHS, B.Sc. (Eng.), Lond. . Net 

Trusts : Law, Administration, and Accounts 
By C. K.Eu.Y a.nd J. 0oLE-HAMILTON Net 

Wills 
By R. W. HOLLAND, 0.B.E., M.A., M.Sc., LL.D. Net 

REFERENCE BOOKS 

Bedrock of Modern Business, The 
By JA.ME.S STEPHENSON, M.A., M.Com., D.Sc. Net 

Business Charts 
By T. G. ROSE, A • .M.l.Mech.E. . Net 

Business Cycles. The Problem and Its Setting 
By W. 0. MrTcEELL • Net 

Business Forecasting and Its Practical Appli­
cation. By w. WALLACE, M.Com. (Lond.) • Net 
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15/-

10/6 

6/-

7/6 

5/-

15/-

7/6 

4/-

10/6 

15/-

2/6 

7/6 

10/6 

30/-

7/6 



Reference Books-contd. Reference 
l'JIIC!l 

Business Man's Encyclopaedia and Dictionary Investor's Manual, The 
of Commerce By W.W. WALL. 'F'.$.S .. F.J.I . Net 

Edited by FRANK JlEywoon, F.C.1.S. •.rwo Vols. Net 30/- Markets of London. By CuT1mERT MAuoIIAN Net 

Business Man's Guide, Pitman's Net 6/- Mercantile Terms and Abbreviations Net 1/6 
Business Statis tics Money and the Stock and Share Markets, The 

By R. W. HOLLA:.-». O.B.E., ~t. \., M.Sc., LL.D. Net 3/6 By EMIL DAVIES • • . • • • Net 2/-

Business Terms, Phrases, etc. Net 3/6 Money Making in Stocks and Shares 
Net 7/8 

Buying and SeUing a Business 
By SYDNEY A. MOSELEY . 

By A.H. CoSWAY Net 3/6 Office Desk Book, Pitman's Net 2/6 

Commercial Credits and Accounts Collection Poley's Law and Practice of the Stock Exchange 
By CUTHBERT GREIG Net 10/6 By R. H. CODE HOLLAND, B.A., of the JllidiUe Temple, 

15/-
Charting, Manual of 

Barrister-at-Law, and JOHN N. WERRY Net . Net 6/- Raw Materials of Commerce 
Charts and Graphs In 2 vols. Edited by J. H. VANSTONE, F.R.G.S. Net 4-0/-

By KARL G. KARSTEN, B.A. (Oxon) . Net 25/- Report Writing 
Commercial Arbitrations By CARL G. GA.mi:, M.E., and HAROLD F. GRAVES, M.A. 

12/6 By E. J. PARRY, B.Sc., F.I.C., F.C.S. Net 3/6 Net 

Commercial Commodities 
Romance of World Trade, The 

By A. P. DEr.'NIS, Ph.D., LL.D. . Net 15/-
By F. MATTHE,vs, B.Sc., A..I.C., F.C.S. . Net 12/6 Root Principles of Investment, The 

Commercial Self-Educator By H. CoJ?m WEST • Net 15/-
Edited by R. W. HOLLAND, O.B.E., M.A., M.Sc., LL.D. 

45/- Speak in Public, How to Three Vols. Net Net 3/6 
Commodities of Commerce 

By C. F. CARR and F . E. STEVENS 

By J. A. SLATER, B.A., LL.B. Net 6/- Statistics 
By WILLIAM VERNON LoVITT, Ph.D., and H ENRY F. 

Cotton World, The HOLTZCLA\V, Ph.D. • • • • • Net 15/-
Compiled and Edited by J. A. Tooo, M.A., B.L. , Net 5/- Statistics and Their Application to Commerce 

Dictionary of the World 's Commercial By A. L. BooDING'l'ON . . • • • Net 12/6 
Products Types of Business Enterprise 

By J. II. VA.'1STONE, F.R.G.S .• N'et s,- By M. C. Cnoss, LL.B., Ph.D. Net 21/-
Discount, Commission, and Brokerage Tables PITMAN'S ECONOMICS SERIES 

By E1urasT IlEA vrnoFJ:AM Net 1/6 
Documents of Commerce General Editor: PRoF&SSOR J. ll. JONES, M.A. 

By F. A. Wn.1~1AX, Cert. A.LB. Net 7/6 Professor of Economica arul Head of the Commerce Department, 

Guide to the Improvement of the Memory 
University of Leed~ 

By the late REv. J. II. BACON Net 1/6 A Primer of Economic Geography 
5/-By L. W. LYDE, ) L .\., F.R.G.S., F.R.~.G.S. Net 

Handbook on Wills , A. By A. H. COSWAY Net 2;6 British Economists 
How to Collect Accounts by Letter By FRANctA C. Hoon, :M.A. Net, 2/6 

By 0. llA..--rnm-ono-SMITH Net 3/6 Business Forecasting 
How to Grant Credit. By CUTHBERT GREIG Net 3,6 By J. H. RtCB.ARDSON, ~\I..\., Ph.D •. Net 2/6 
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