“/he ﬂ{gthor
His Collaborators

N
Wy
(R

SN T A YA K]

A\

Aty Fyied

heim

Katherine Geedson




(e { cmn { oo { . { e ¢ ]

e (e { v { e { e { e { € o { s e {, e { e { e e § e { e { e { e { s

SIXTH EDITION

Modern Piano Playing & Virtuosity

of

Master School t

by

Alberto Jonds

o (o {

A universal method—technical, esthetic and artistic—{or the development
of pianistic virtuosity.

With original exercises specially written for this work
by

Wilhelm Bachaus—Fannie Bloomfield-Zeisler—Ferruccio Busoni

Alfred Cortot—Ernst von Dohnanyi—Arthur Friedheim—Ignaz

Friedman — Ossip Gabrilowitsch—Rudolph Ganz — Katherine

Goodson—Leopold Godowsky—Josef Lhevinne—Isidore Philipp

— Moriz Rosenthal — Emil von Sauer—Leopold Schmidt—

—Sigismond Stojowski.

%
1

PREFATORY TEXT

and

English, German, French and Spanish
Explanatory Annotations

by

The Author

In Seven Books

Price Complete $30.00
Single Books I—VI @ $4.50

Book VII (English or Spanish) $3.00

CARL FISCHER, Inc.
ROSTON NEW YORK CHICAGO

mmﬁmﬁﬂmwmmﬁmm

Fhym)mm) wejme =m) mmy mm) mm) =m) =) =a) SE) SRYERY ER) BR)ER) B RR) ) ER) SR ER) ) SR ) SR SR R bR L DR ) =)=y ) ) =) o) o) s ) ) ) o o) =) = =) =) =) =) = ) ey e ) M



Copyright, 1922
by
CARL FISCHER, Inc.
New York
International Copyright Secured



ALBERTO JONAS

MASTER SCHOOL
OF
MODERN PIANO PLAYING AND VIRTUOSITY
Book 1

Sesessessessssussmsssssewsssmeesr!

Table of Contents

PREFACE . . . . . . . . . . . . . . . . \Y
THE MENTAL ATTITUDE . . . . e e e e . . . viL
HOW TO USE THE MASTER SCHOOL . . e e . VIt
: Schedules for Daily Practice. E
EXERCISES IN EXTENSION . . . . . . . . . . . . . . . . . 1
Also original exercises, expressly written for this work by: :
Ferruccio Busoni—Leopold Godowsky—Alfred Cortor . . . 17
Additional exercises by: .
Rosenthal-Schytte—Carl Tausig—I. Philipp . 20

EXERCISES WITH FIXED POSITION OF THE HAND . . . . . . . . . .o 25

Additional exercises by: :
M. Clementi—Franz Liszt—Frederick Chopin—L. Brassin—J}. Zarembski-—Rosenthal-Schytte
—Henri Herz—Carl Tausig—I. Philipp . . . . . . . . . . . . . . . . . 2635
FLEXIBILITY AND DEXTERITY OF THE THUMBS . Coe .o 1
Also original exercises, expressly written for this work by:
Leopold Godowsky—Emil von Sauer—-Rudolph Gans—Alfred Cortor . e 56

FINGER EXERCISES . e e e e e Coe .o . 65

Diatonic finger cxercises . . . e e e . . . 66
Chromatic finger exercises .o 15
Special exercises with notes held . . . . . . . o . . . 77
Exercises for side motion of the fingers . .o 36 i
Exercises for strengthening the individual fingers . . o . . . 94 §
Exercises in diminished sevenths . . . . .o .o . . . 96 :
Special exercises for the fourth and fifth ﬁn«rerb e e e . . . 99 :
Exercises for the flexibility of the hand. . . . . . . . . . . . . 103 i
Exercises with combined legato and staccato touch for one hand . . . . 108
Exercises with crossing of hands . . . . . . . . . . 110
Exercises for speed and lightness of fingers and ﬂc\ll)lllty of hand . . . 118

Also original exercises, expressly written for this work by:
Leopold Godowsky—Ferruccio Busoni—Emil von Sauer—Arthur Friedheim—Josef Lhevinne
—Ignaz Friedman—Ernst von Dohnanyi—Rudolph Ganz Fannie Bloomfield-Zeisler—Sigis-
mond Stojowski—Alfred Cortot . . .o . i)
Exercises on black keys by Tausig and addmon l] exercises l)y:
I. Philipp— Rosenthal- Sd]ytte—Car] Tausig—Franz Liszt  Johannes Bralims-— Carl Czcrny

C. L. Hanon—Pischna . . . e It
Preparatory Exercises for Pieces Ouol('(l e e e e e e e e e e e 195
Lrampl(’s (annotated) . . . . .o e e e e e e 205

I'able of Contents of the entire work \n]l IN found a I]n end of Il\h \t)]lll]](‘




PREFACE

In the Master School of Modern Piano Playing and Virtuosity 1 have tried to cimbody the experience
and achicvement which two hundred years of piano playing have developed.

My aim has been to produce a work of practical value, free from all that is unessential and cumber-
some; yet it has reached considerable proportions. The student may, therefore, be inclined to ask: “Must I
make my way through the seemingly endless forest of exercises contained in this work?” Let him feel reas-
sured. He is not obliged to practise each and every exercise.

The work—it begins with what is usually designated as the Medium Grade—is in reality a compilation
of methods: methods of thirds, of sixths, of scales, arpeggios, octaves, trills, etc. It is an exposition as
concise as is consistent with a completeness not achieved as yet in other pedagogical works, of all the many
technical and esthetic features which, together, make for real pianistic virtuosity, for truly masterful piano
playing in this twentieth century.

Again, it is not a work made up of exercises only. A glance at the index shows that many chapters are
devoted to artistic issues which have nothing in common with finger-work proper; yet without which all
piano playing would be as arid and barren of artistic results as is the desert. Some of the subjects developed
in these chapters have never yet been considered, discussed, or worked out in any pedagogical treatise extant.
For that matter, many absolutely novel technical features, hitherto unpublished, will be found in the
chapters on technic proper.

In the third place: the book contains an exceptionally large number of examples culled from the
entire literature of classic and modern music written for the piano. Nor have these examples of technical
difficulty, of dynamic or agogic interest, of special pedal effects, etc., merely been quoted; for I know that the
average student is not inclined to practise passages of compositions not inclnded in his repertory. In prac-
tically every case thie examples quoted have been annotated, commented, and supplied with information
regarding their execution. Thus a strong inducement is offered the student to practise passages which will
mean for him pieces mastered in advance.

And finally, as to the exercises themselves. The nature, scope, aim and effect of “technical exercises”
should be clearly understood. I believe that few pianists really understand them.

One thing is self-evident: a technical exercise is merely a means for giving fingers, hands, wrists and
arms the flexibility, independence, strength, speed and endurance the pianist needs to accomplish his task.
Yet few pianists are able to declare on the basis of any positive knowledge, where and when the usefulness
of some particular exercise is apt to cease; how long one or another exercise should be practised, or, if
dropped, when, if ever, it should be taken up again.

Technical exercises are generally considered as falling into one of two categories: those of the so-called
*“daily exercise” character and those meant to be practised on occasion. Let us study this subject closely.

What is a “daily exercise”? One that should be practised faithfully every day? If so, we have the
nightmare of Czerny’s “Forty Daily Exqrcisesz” eac}l of wl_lich, according to their composer, must be played
20, 30 or 40 times in succession. Or we have Tausig’s “Daily Studies”—there are only 107 of them!—each to
be carried through all the keys. Or Ilanon’s ““Sixty Exercises,” ail of them, according to the instructions
given, to be played every day. And, aside from these, there are thie collections of exercises by Herz, Pischna,
Plaidy, Le Couppey, Rosenthal-Schytte; there is the iznmense library of Czerny’s other exercises; the twelve
books of original exercises by Liszt; the elaborate exercise compilations of Germer, Déring, Zwintscher,

Philipp, Joseffy, Arnould-Krever, etc., etc.
Discouraging? No, merely impossible; and, let it be added. wholly unnecessary.

There are no “daily exercises.” No one has really practised certain exercises, even scales, without
ever omitting them in his daily work. Just as a prayer uttered glibly by the lips, but which does not come
from the heart, is worthless, so an exercise played as a matter of form, as a self-imposed duty. is without
value. Technical exercises, therefore, should be varied. If a certain excrcise exerts an especially beneficial
effect, by all means practise it, but only as long as you feel that a benefit is derived. as long as your mind is
pleasurably intent on this exercise, for the one and only reason that you feel the good it is doing yon.

I say once more: there are no “daily exercises.” Once a field is conquered. a difficulty overcome. seek
vther fields. Personal experience will soon teach you that some exercises have ceased to give you any trouble.

aven when taken at a reasonably fast tempo. Never practise them again.

Should my conclusions be correct, it follows that the pianist should have a large collection of exer
cises upon which to draw, whenever he wishes to do technical work. and it should he remembered that an
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exercise which may bring one player results may be superfluons in the case of another. This explains the
scope of the present work.

Yet when are we to recur to certain exercises? The following may be regarded as a goed general
rule to observe: one should have two, threc, four or more scts of exercises, one set for every week, and now
and then one should drop technical exercises altogether, except in the sense which I will proceed to explain.

Are technical exercises needed at all? Do the great piano virtuosi really practise them every day?

Many a renowned virtuoso, at the height of his fame, when asked what technical exercises he prac-
tised has probably answered: “None! I never practise exercises!” Some may even go the length of declaring
that they have never practised any. Such answers, althongh given in good faith, are apt to mislead the piano
student and to do much harm.

It is true that the great virtnoso who has reached the plenitude of his powers no longer practises
stereotype exercises. But he did practise them when he was yonng, when he was fighting his way to the heights
whicli he finally scaled. And he is mistaken if he thinks that he no longer practises exercises, just as mistaken
as when he asserts that lie never practised any. Every virtuoso does, for he is inventing exercises every day,
which bear directly on some difficult passages of the picce which he is practising. “Why not begin in the
same way, then?” asks the neophyte. Because lie would lose the benefit of the technical means which the
great virtnoso at one time employed, until the day dawned when they ceased to benefit him.

When shonld exercises which bear directly on difficult passages of a piece which is being practised
be taken up?

At once, as soon as the current forms of piano technic have been mastered. This is the secret so
jealonsly guarded by the virtuoso who says that he never practised or practises technical exercises. It is a
secret which I reveal in this work. I give a large number of “Preparatory Exercises,” together with the
passages which inspired them—difficult passages from the works of Beethoven, Chopin, Liszt, etc.—and I
make clear that they are only to be regarded as models for similar exercises which the student is to invent for
himself.

A word as to the original exercises which I offer in this book. They have been selected, with infinite
care, from among hundreds of others. I am confident that each one has a marked individual valne. T am
equally confident that all have a decided, peculiarly direct and beneficial effect on the playing of the aspiring
pianist. But I have relied not only on what I myself could offer. With the kind permission of various pub-
lishers I have reproduced, in every branch of technic, in every one of the compiled “Methods” to which I
have already alluded, what is, in my estimation, the best that the most successful authors of other peda-
gogical treatises have given us. This has enhanced the practical value of my work to a very considerable
cxtent.

Yet what makes the Master School of Modern Piano Playing and Virtuosity distinective, and without
precedent in the history of music, is the fact that practically all the great pianists of our day have colla-
borated with me, by contributing invaluable technical material.

Ferruccio Busoni, Emil von Sauer, Moriz Rosenthal, Leopold Godowsky, Ernst von Dohnanyi, Josef
Lhevinne, Ossip Gabrilowitsch, Arthur Friedheim, Rudolph Ganz, Sigismond Stojowski, Alfred Cortot,
Wilhelm Bachaus, Fannie Bloomfield-Zeisler, Katherine Goodson, Ignaz Friedman, I. Philipp—all have care-
fully examined this work, and then contributed original exercises, written expressly for it.

When Moscheles and Fétis published their “Méthode des Méthodes,” now thoroughly antiquated, they
could point proudly to Chopin and Liszt as collaborators—the one supplying three ravishing Etudes; the
other, two of his finest piano pieces, ““Waldesrauschen” and- “Gnomenreigen.” These lovely, difficult tone-
poems do not develop piano technic: they require it.

In the Master School of Modern Piano Playing and Virtuosity the great virtuosi I have already men-
tioned have given their own technical exercises—the most direct, efficient help a piano teacher could possibly
wish for his pupils.

As to the chapters which deal with the spiritual, esthetic and emotional aspects of piano playing, if
they help broaden the young mnusician’s horizon, strengthen his faith in himself, heighten his reverence for
the great masters of music, then I have achieved my purpose. And my purpose is to help teacher and student
overcome the asperities of the path that, ever ascending, leads not only to mastery and success—these are but
the resnlt of wisely directed powers—but also to that deep, unspeakable joy with which Music, if loved,
honored and revered, fills the heart of the sincere, fervent artist.
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MENTAL ATTITUDE

Dante wrote on the portals of Hades: “All hope
abandon, ye who enter.” On the threshold of Art
should be written: “Bring with ye the undying hope
and fervor of your hearts, all ye who enter here.”
For thus only will Art become the dreamed-of
Heaven to you. The deep, unspeakable joy which a
great and beautiful creation gives to an artist’s soul
will then be yours. The drudgery of practice will
not exist for you, nor will you be a prey to periodical
discouragement, nor to aimless, unimportant, or
short-lived effort. Learn and work every day, and
do so for the very joy of learning and working.
Learn willingly, sincerely, eagerly. See to it, how-

ever, that you do not starve your mind and your

heart in the effort to acquire fleet, strong fingers and
light, powerful wrists.

Consider carefully to whom you will entrust the
care of your artistic education so that you may, one
day, become a brilliant pianist, an excellent musi-
cian, a virtuoso, possessed of a masterful technic,
of a beautiful touch and tone, and of all the secrets
of his art. Your artistic personality should then
have been carefully and firmly developed, enabling
you to reach the heart and mind of your hearers, and
to possess a sure and healthy taste, views truly broad
and artistic.

Or, failing to veach this height of virtuosity, be-
canse the special gifts for it may be wanting in you,
your mentor should help you to become a capable,
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up-to-date teacher, and enable you, through your
own playing, your knowledge and the results you
obtain in your teaching, to command financial suc-
cess and insure social consideration for yourself.

Consider the time, means and circumstances nec-
essary to your studies carefully. Arrange your life
in such a manner as to derive from it the greatest
physical, intellectual and mental good. Nobody else
can do your work. Consequently let your habits of
living be such that your body will gain in strength
and health from day to day and not be weakened by
excesses, late hours and other dissipations. See to
it that your nerves, upon which you will have to rely
when the hour of victory or defeat comes, are quiet,
strong and subservient to your will; that your intelli-
gence and mentality are given daily food and are
exercised with a view to help your work, not to
retard or destroy it. Have a clean mind in a clean
body and exercise Man’s most valuable attribute,
his own free will-power.

These will lead you onward and upward, and you
will, you must succeed, with Faith, Power and the
Graces on your side. And while on the road, while
obstacles and difficulties are swept aside, you will
enjoy your day’s work, whether practising finger ex-
ercises or striving to reproduce, with the glow of your
enthusiasm and the warmth of your soul’s respon-
siveness, the emotions and the beauty of the master-
works in Musie.



How to Use the Master School
Schedules for Daily Practice

The success of the Master School has exceeded every
fond expectation.
Conservatories of Music.

It is used in the world’s foremost

Yet, the large number of letters written to me by
teachers who asked for information as to the best mode
of nsing the Master School in their teaching has con-
vinced me that the following suggestions will be wel-
comed.

As already stated in the Preface of this work, the
Master School is a compilation of Methods—Methods
of Thirds, Sixths, Scales, Arpeggios, Trills and so on.
It has not been my design that any Chapter, for instance
“Extensions,” should be gone through entirely, before
another chapter is started. Indeed, several Chapters not
only may, but should be begun simultaneously.

For the henefit of those who may be in doubt as to
the best manner of procedure, I submit the following
Schedules. It will not be difficult for the teacher, if
he keeps the following as a model, to form other lists,
possibly just as valnable and effective.

As a general rule it is advisable to devote one-fourth
or one-third of the practice time to technical work. In
the case of four hours of daily practice, this represents

one hour or one hour and twenty minutes. If only two
hours can be practiced every day, forty minutes for
technical work is sufficient.

One of the main objects of the Master School is to do
away with the endless number of Etudes (Bertini, Heller,
Haberbier, Duvernoy, Czemmy, Cramer, Clementi, etc.,
ete.) that encumbered the old-fashioned mode of teach-
ing the piano. Nothing else than the Exercises and Ex-
amples contained in this work, “Bach,” and well-chosen
pieces are needed to hecome quickly and thoroughly,
an accomplished pianist—a brilliant virtuoso.

Viewed in this light the daily work will gain in
strength and swiftness by modelling itself on the follow-
ing general Schedules.

“Next to knowing hoiw to practice, it is important to
have a clear, methodical, intelligent distribution of your
work.” (Pianoscript Book, by Alberto Jonas).

The Schedules made on the basis of two and three
hours of daily practice, are meant for those who on
account of teaching, or other occupations, can spare no
more time for their own practice.

Some musicians may object that a schedule, no matter
how cleverly conceived, is apt to make their work
mechanical; that there should be freedom and fancy

in the manner of distributing the daily work; that on
some days one is disposed this way and not that way;
that sometimes one feels like spending the whole day
on one piece, and not on parcelled technical work,
which, if persisted in, would become irksome. Let it
be said at the outset that the following Schedules are
in no way meant as iron-bound rules, to be followed re-

-gardless of personal inclination or of the mental or

physical state of the pianist. They are offered as models
only. And if they are given at all, it is because of the
anthor’s conviction that withont some kind of systematic
distribution of the daily work, with nothing bnt whim,
caprice and sudden impnlse to guide one, strong, lasting
results will not be obtained.

Before giving these Schedules I deem it worth repeat-
ing what has been said in the Chapter on “How to Prac-
tise,” Book III, pages 261 and 272-273; “Do not rush to
the piano in the morning, only to find out, after you
have started to practise, that there are many little things
that you should have first attended to in order to avoid
interruption in your work. Arrange your time in such
a manner that nothing will interfere with your piano
study.”

“How much one should practise daily and how to
divide the practice depend entirely on individual apti-
tude, endurance, powers of concentration and tempera-
ment. It is not advisable to indulge in a series of short
periods of 15 or 20 minutes each, divided by some other
occupation; lack of physical endurance is the result.
Neither is it to be recommended to practise 3 or 4 hours
inn succession, without stopping, for the mind cannot con-
centrate successfully for so long a period, even if the
physical powers do not lag. An hour, or an hour and
a half, or two hours at a time, would seem to meet the
requirements of the average pianist. The first period,
Therefore it
is not advisable to practise, first one hour, later an honr
and a half, and finally two hours.
is preferable.”

in the morning, should be the longest.

The reversed order

“Technical work (scales, arpeggios, etc.) should not
be indulged in in the evening, after supper, unless the
pianist has no other time. Evening, as well as the
latter part of the afternoonm, is the hest time for re-
viewing and considering the work accomplished during
the day, that is to say, for memorizing, for maturing the
conception, interpretation, rendition and style (see those
Chapters) of the pieces practised; in short, for more
mental work, accomplished at the piano or away
from it.”




SCHEDULE FOR TWO HOURS OF
DAILY PRACTICE

{Devote, hesides, from 5 to 10 minutes to Sight-Reading)

Monday and Thursday

MASTER SCHOOL
EXTENSIONS (Book 1).

Minutes

One or two exercises in the order

given. 5
“THUMBS" (Book I). One or two exercises in the order

given. 5
FINGER EXERCISES (Book I). Omne or two exercises in

the order given. 5

SCALES (Book I1). By practising a different major and
minor scale every day (taking them in chromatie order
diversifies the task) all the twelve major and 1welve minor
scales will be practised in two weeks.

Monday: C major and C miner, as on pages 16 and 17.
Thursday: E flat major and E flat minor, as on pages
18 10 21 inclusive. 10

It is taken for granted that the preparatory exercises
have already been mastered.

ARPEGGIOS (Book 111).

Mouday: C major and C minor,

as on page 17. )
Thursday: E flat major and E flat minor, and their
inversions, as on pages 18 and 19. By taking a differ-
ent major and minor key every day, the arpeggios of
all the major and minor triads will have been practised,
in the manner indicated on pages 17, 18 and 19, in
two weeks.
Then, during two weeks following, practiee them only
in the manner indicated on page 28, on Monday, and
on page 30 on Thursday.
Finally, practise them, in the third eycle of two weeks,
as indieated on pages 31 to 31 on Monday, and on pages
36 to 49 on Thursday.
Apply the same procedure to the other arpeggios
(dominant seventh, diminished seventh, and so on).
It is taken for granted that the preparatory exercises
for arpeggios have already been mastered.
SINGLE FINGER CHROMATIC SCALLES.
On Monday only. (Book IT). One or two exercises in the
order given. 5
THIRDS
On Thursday only. (Book IV). One or two exercises in
the order given, or, scales in thirds. 5
STACCATO WORK, OR OCTAVES, OR CHORDS (Book
V). One or two exercises in the order given. 5
ETUDES
(Henselt, Op. 2, Chopin, ctc.)
or 30
BACH
(Inventions, Well Tempered Clavichord,
Suites, Partitas)
PIECES 50

If for the time being, neither Fiudes nor compositions
by Bach are taken up, devote one hour and twenty minutes

to the pieces (preferably in twe periods, either of equal
length, or of fifty minutes and thirty minutes).

Tuesday and Friday

MASTER SCHOOL

FIXED POSITION OF THE IHIAND (Book 1). Pages 31-33
(page 34 for pianists with small hands). Every three or
four weeks practise, instead, page 34, bottom of page, or
the “fixed position” by Liszt (pages 27-28); or by Herz
(pages 36-38); or by Tausig (page 38); or by Philipp
(pages 39-10). 15

FINGER EXERCISES
On Tuesday only. (Book 1). One or two exercises. (Re-
peat those taken on Monday and Thursday, or choose
others, in the order given). 5

Minutes

SCALES (Book TI). Tuesday: C sharp major and C sharp
minor, as on pages 26-31.
Friday: E major and E minor, as on pages 36 and follow-
ing, and {1 and following. 10

ARPLEGGIOS (Book INI). Tuesday: C sharp major and C
sharp minor, as on page 17.
Friday: E major and E minor, as on pages 1821 inclusive.
TRILLS.
On Friday only. (Boek III). One or two exercises in
the order given. 5

wn

STACCATO NWORK OR OCTAVES OR CHORDS (Book
V). One or two exercises. (Repeat those taken on Mon-
day and Thursday, or ehoose others, in the order given).
Regarding Etndes, “Bach” and Pieces, see previous notice. 80

w

Wednesday and Saturday

MASTER SCHOOL
FINGER EXERCISES (Book I). One or two exereises fol-

lowing those taken on the other days.

SCALES (Boeok ID,
as on pages 52-53.

Minutes

o

Wednesday: D major and D minor,

Saturday: F major and F minor, as on page 82, and fol-
lowing. (In the second week begin, on Monday, on F
sharp major and F sharp minor). 10

ARPEGGIOS (Book 1ID).

minor as on page 17.

Wednesday: D major and D

Saturday: F major and I minor, as on pages 18-21. (In
the second week begin, on Monday, on F sharp major

and F sharp minor). 5
FOURTIS OR SIXTIIS OR MIXED DOUBLE NOTES

(Book IV). One or two exercises in the order given. S
TURNS (Book 111). One or two exercises in the order

given. 5
REPETITIONS (Book 111). One or two exercises in the

order given. 5
“ACCURACY—Iovw to Play Without Striking Wrong

Notes.” (Book I1). Such exercises, in the order given,

as can he accomplished in five minutes. 5

I the study of sixths, fourths, mixed double-notes, turns,
ete., has not yet been taken up, distribute the time allotted
to them among the six salient features of technic: finger
exercises, seales, arpeggios, trills, thirds and octaves: or
inerease the time 1o be given to the picees.

Regarding Frudes,"Bach™ and Pieces, see previous notice. 80




SCHEDULE FOR THREE HOURS OF
DAILY PRACTICE

(Devote, besides, from 5 to 10 minutes to Sight-Reading)

Technical Exercises: practise the same amount of time
and use the same distribution given in the Schedule

for two hours of daily practice.

Instead of having to choosc between FEtudes and
“Bach,” as is the case in the two hour Schedule, prac-
tise them both, each thirty minutes. This will leave

one hour and twenty minutes for the Pieces.

If, for the time heing, neither Etudes nor coniposi-
tions by Bach are taken up devote two hours and twenty
minutes to the Pieces (preferably in two periods of one
hour and ten minutes each; or in two unequal periods
of one hour and twenty minutes, and one hour). One
may also give part of this extra time to the Pieces and
the rest of it to such technical features that may re-
(uire it.

SCHEDULE FOR FOUR HOURS OF
DAILY PRACTICE

(Devote, besides, from 10 to 15 minntes
to Sight-Rcading).

Monday and Thursday

MASTER SCHOOL
EXTENSIONS (Book I).
given. 5

“THUMBS” (Book I). One or two exercises in the order
given. 5

FINGER EXERCISES (Book I). Two or three exercises
in the order given. 10

SCALES (Book II). Monday: C major and C miinor, C
sharp major and C sharp minor, as on pages 16-17.

Minute

One or two exercises in the order

Thursday: F sharp major and F sharp minor, G major
and G minor, as on pages 18-21. (It is taken for granted
that the Preparatory Exercises have already been mas-
tered). 20

By practising four scales every day, two major and two
minor (taking them in chromatic order diversifies the
task), all the twelve major and twelve minor scales will
be practised in one week.

4RPEGGIOS (Book III). Monday: C major and C minor,
C sharp major and C sharp minor, as on page 17,

Thursday: F sharp major and F sharp minor, G major
and G minor, and their inversions, as on pages 18-19. 10

By taking four different arpeggios every day, two major
and two minor, the arpeggios of all the major and minor
triads will have heen practised, in the manner indicated
on pages 17, 18 and 19, in one week.

Then during the week following, practise them only in
the manner indicated on page 28, on Monday, and on
page 30 on Thursday.

Finally, practise them, the third week, as indicated on
pages 31-34, on Monday, and on pages 36-49 on Thursday.

Apply the same procedure to the other arpeggios (domi-
nant seventh, diminished seventh, and so on).

It is taken for granted that the preparatory exerciscs
for arpeggios have already been mastered.

SINGLE-FINGER CHROMATIC SCALES (Book TT). One

or two exercises in the order given. 5

TRILLS (Book III). One or two exerciscs in the order

given. 5

THIRDS (Book 1V).

Two or three excreiscs in the order

given, or scales in thirds. 10
STACCATO WORK OR OCTAVES OR CHORDS (Book
V). Two or three exercises in the order given. 10
ETUDES 30
BACH 30
PIECES 100

(This hour and forty minutes is best divided in two
periods of fifty minutes each, or of sixty and forty.)

If, for the time being, neither Eindes nor compositions
by Bach are taken up, devote itwo hours and forty minutes
to the pieces (preferably in two periods of either equal
length, or of one hour and forty minutes, and one hour).

Tuesday and Friday

MASTER SCHOOL

FIXED POSITION OF THE HAND (Book I). Pages 31-33
(page 34 for pianists with small hands). Every three or
four weeks practise, instead, page 34, bottom of page;
or the “fixed positior™ by Liszt (page 27-28); or by Herz
(pages 36-38); or by Tausig (page 38); or by Philipp
(pages 39-40). 15

FINGER EXERCISES
(Book I). Two or three execrcises (either repeat those
taken on Monday and Thursday, or choose others in the
order given). 10

SCALES (Book 1I). Tuesday: D major and D minor, E
flat major and E flat minor, as on page 26 and following.

Minutes

Friday: A flat major and A flat minor, A major and

A minor as on page 36 and following, and 41 and follow-
ing. 20

ARPEGGIOS (Book I11). Tuesday: D major and D minor,

E flat major and E flat minor ,as on page 17.

Friday: A flat major and A flat minor, A major and A
minor, as on pages 18-21, 10

TRILLS
(Book III). One or two exercises in the order given. 10

THIRDS (Book IV).

One or two exercises in the order

given, or scales in thirds. 5
STACCATO WORK OR OCTAVES OR CHORDS (Book
V). Two or three exercises in the order given. 10

Regarding Etudes, “Bach” and Pieces, see previous notice.

Wednesday and Saturday

MASTER SCHOOLI,
FINCER EXERCISES (Ilook I). Two or three exercises

in the order given. 10

Minutes




SCALES (Book II). Wednesday: E major and E minor,
F major and F minor, as on pages 52-53.

Saturday: B flat major and B flat minor, B major and
B minor, as on page 82 and following. 20

ARPEGGIOS (Book III). Wednesday: E major and E
minor, F major and F minor, as on page 17.

Saturday: B flat major and B flat minor, B major and
B minor, as on pages 18-21. 10

SIXTHS (Book 1V). Two or thrce cxerciscs in the order
given. 10

FOURTHS (Book IV).
(On Wednesday). Two or three exercises in the order
given. 10

MIXED DOUBLE NOTES (Book 1V).
(On Satorday). Two or three exercises in the order given. 10

STACCATO WORK OR OCTAVES OR CHORDS (Book
V). One or two exercises in the order given. 5

TURNS (Book III). One or two exercises in the order
given. 5

REPETITIONS (Book III). One or two exercises in the

order given. 5

“ACCURACY—HOW TO PLAY WITHOUT STRIKING
W RONG NOTES.” (Book II). Such exercises, in the

order given, as can be accomplished in five minutes. 5

If the study of sixths, fourths, mixed double-notes, turns,
etc. has not yet been taken up, distribnte the time allotted
to them among the six salient features of technic: finger
exercises, scales, arpeggios, trills, thirds, and octaves; or
increase the time to be given to the pieces.

Regarding Etudes, “Bach” and Pieces, see previous notice.

The pianist who practises four hours or more, daily,
and who has already devoted some time to the study
of the technical features enumerated in the schedules
ghould, one day a week, leave out technical work alto-
gether, excepting such preparatory exercises that he may
need to conquer the difficult passages of the pieces that
he is studying (see the Prefacc of the Master School;
also Chapter on “How to Practise”). The middle of
the week—or the end—is usually the best time for this
day of no special technical work. On such a day begin,
in the morning, at once, with the piece that you are
studying. If Etudes and “Bach” are being studied also,
give one hour of your time to each.

Devote the last hour, or half-hour, to the performance
of the piece or picces that you are trying to master with
the view of playing them in public or for a private circle
of friends.

SCHEDULE FOR FIVE HOURS OF
DAILY PRACTICE

(Devote, besides, from 15 to 20 minutes
to Sight-Reading)

Practise the same amount of time and usc the same
distribution of the technical features as is given in the
Schedule for four hours of daily practice.

Minutes
ETUDES 40
BACH 40
P1ECES 120

(These two honrs are best divided in two periods,
either of equal length, or of eighty and forty minutes.

The Iast hour or half-hour, should be devoted not to the
practice of the pieces but to their performance).

One day in the week leave out technical work and prac-
tise the pieces only (sce the notice at the end of the
schedule for fonr lhours).

SCHEDULE FOR SIX HOURS OF
DAILY PRACTICE

{Devote 20 minutes to Sight-Reading)

Such a schedule should be adopted only by persons
who, after repeated trials, have found out that it does
not over-tax their strength. The six hour schedule is
a task that has been successfully acomplished, without
It demands,
though, good health, well-controlled nerves, mental
power and, more than all these, love of one’s Art, ambi-
tion and strength of will.

undue strain, by many a famous pianist.

A schedule of six hours need not necessarily be carried
throughout the year; it may be made to alternate with
schedules of five or of four hours, according to the
pianist’s state of health, bodily and mental vigor and
The six hour schedule still leaves him
ample time for walks and recreation.

occupations.

The distribution of the work may, on the whole, be
modelled after the schedules of four hours and of five
hours. The technical work may be timed in the same
manner, but allowing ten minutes for any technical
speciality that had only five minutes allotted to it. In-
stead of two periods devoted to the pieces the pianist,
if he so wishes, may have three, the last period being
devoted to the performance (not to the practice) of
the pieces, or parts thercol (see Chapter on “How to
Practisc—How to Perform,” Book III).

It will be advisable to devote twenty minutes every
day (in a schedule of four hours, or more), or ten min-
utes (in a schedule of two hours or three hours), out-
side of the technical work proper, to one or more of
the “Examples” given in the chapters on “Legato, Stac-
cato, Portamento,” or “The Singing Ton.e,” or “Finger
Exercises,” or “Accuracy—How to Play Without Striking
Wrong Notes,” or “Rhythm, Measure, Accents,” or
“Dynamics,” or “Agogics.” By taking up one of these
chapters every day, all these valuable Examples can be
practised in about two or three weeks. The “Prepara-
tory Exercises to Pieces Quoted” should also be included
in this extra list.

Finally, again I wish to emphasize the fact that these
Schedules are to be considered not as rigid but as elastic
models for systematizing the daily work. A new tech-
nical exercise generally requires being practised in a
slow or in a very moderate tempo; in such a case the
time allowed in the schedule evidently does not suffice.
The pianist should then take as much time as may he
necessary to practise the new exercise conscientiously

and he should adjust his daily schedule accordingly.
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8 Exercises

in Extension
Move the hand eight
times from side to side,
while firmly holding down
the chord in such a manner
that the hand will “give way”
alternately at that joint of
the second andof the fifth
finger, which binds those
fingers to the hand.

Not meant for small

hands.

Streckibungen

Drehe die Hund achitmal
von etner Sexte zur anderen,
wahrend der Akkord fest-
gehalten wird und zwar so,
dass die Hand abwech -
selnd beim zweiten und
Siinften Finger, in. dem
Gelenk, welches Finger
und Hand zusammenhill,
eingedrickt wird.

Nicht fir  #leine
Hinde beabsicitigt.

Exercices
d’Extension
Tournez la main huit
fois dun c6té a lautre,
tout en tenant fermement
l'accord, de telle sorte que
la main fléchisse al-
ternativement a l'articu -
lation, du 2me et du §™€
doigt, qui joint le doigt .

a la main.
Ne se préte pas aux
mains trop petites.

Preparation _ Porbereitung _Preparation _ Preparacion

o o ]

Ejercicios
de Extension

Dese vuelta ala mano ocho
veces de un lado al otro, soste-
niendo al mismo tiempo fir-
memente el acorde, de modo
que la mano ceda y se de-
prima alternativamente
en la articulacidn del 20
y del 52 dedo conla ma-
no.

No se presta para

manes demasiado pe.-
quenas.
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Reach gently for the key,
without straining violently,
keep the arms relaxed as
much as the strain allows.

Die Taste soll sanft, okne
gewaltsames Zieken, er -
reicht werden. Man halte
die Arme locker, soweit es

Arrivez a la touche
doucement, sans effort vi-
olent; gardez les bras sou-
ples, autant que la ten-

Liléguese a la tecla sua-
vemente, Sin esfuerzo vio-
lento; manténganse los
brazos flojos, tanto como

die Anstrengung gestat - | sion le permet. lo permita la tension.
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Play slowly, legato and
loud, lifting the fingers well.
The interval of a fourth,
which occurs in turn be-
tween all the fingers, must
be emphasized with spe -
cial clearness.

Langsam, legato und krdf.

tig zu spielen, die Finger
gut gehoben. Der Abstand
voz einer Quarte, welcker
nack und nack zwiscken al-
len Fingern vorkomimt,muss

besonders deutlich herausge-
bracht werden.

Jouez lentement, légato
et fort; levez bien les doigts.
Lintervalle de quarte, le-
quel a lieu successivement
entre tous les doigts, doit

ressortir ayec une clareté
spéciale.

9

Toquese despacio, ligado
y levantando bien los dedos.
El intervalo de cuarta, el
cual se presenta sucesiva -
mente. entre todos los dedos,
debera resaltar con clari -
dad especial,

b

Not too fast and not too loud.

felegat03454
2

4

Nickt zu schnell und nickt zu
kriftig.

b4
324 2 3&3#1! 3 2

i #
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NO4

| Pas trop vite et pas trop fort.

ot

j—— 4504
34 4 4 o —e 3 =
9 ~" —
fes — i
ANIV4 —0 —@— 1 1
J #,3 32 . s
Nogdl — =
¢ pE——— = ——] = 2 1 2
reax 1 1 A 3
O —4 -
7 124
R A e ==
— - E oo at -4 @ &
.g-4 3 3 4-.- 5 4 4 h— — —_
5
o4 4@ 5 p— e
DI NTET N VO = =
~ A ~ [
[ ol J . 1
< a T % @ -
3 l | v 349' 5 3 ‘.'..-‘_
—— — —— — 1
1 .
2 2 . —
' Co— 3 : =
- T p ﬁ. t |
1] ~ 3 ‘b. A~ ‘ p g 2 b ’- ‘.
3 .‘s_
a’g 1933 -
5
5 ihe s
2
L 4b4 ,345:43 o7 ,23‘9'15032 — 9
T e —— o . :
AN i
L) 4 { { —— i
— a— Es— . —
— B ———— 2tz s 2bezs e,
5\T 1 ‘ I 1 9 v ) P S— k3 3
yr 1 ‘;" i 5[ ‘*‘{; ' [ f P
- s
bg4 3 3 4 — —-—
5
#-‘.-4 3 3@ #54 4 4“54
7 ot al - H peiis A 39T —3—
5 1 1 g T ~ -
Q) T ‘= - T |v32 _23
B— — H 1 s etc
1 .
fo- 2 2 1 "
G EE f e =rs
Z > / 7o e o
i ink Haets oo G cit
. 5’* 5

.

Mo se toque demasiado a -

prisani demasiado fuerte.
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Plus difficile que le N93
parceque, bien que les notes
soient les mémes, ’extension
entre les doigts est plus
grande, Lentement et 1égato.

Schwerer als N? 3, da
der Abstand zwischen den
Fingern grosser ist.
Langsam wund legato zu

More difficult than No.
3 because, altho the notes
are the same, there is a
greater stretch between the

Mas difieil que NQ &
porque, st bien las notas
son las mismas, la extension
entre los dedos es mayor.
Toquese despacio y ligado.

fingers. Slowly and legato. spielen.
»p
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Un exercice pas facile,
mais d’un excellent effet.
Jouez toujours lentement,
fort et 1égato, et sans vous
fatiguer outre mesure.

e s B e

Fine nicht leichte, aber
hichst wirksame l'f.bung.
stark und

An exercise that is not
easy, but of telling effect.
Play slowly, loud and legato
and without over-fatiguing
the hand.

Stets langsam,
legato und okhne Uberan -
Strengung.

0 i

=

Ejercicio que no es facil
pero de excelente efecto.
Toquese stempre despacio,
Juerte y ligado, y sin can-
sarse sobremanera.
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The alternate extending
and contracting or closing
of the hand bring about
greater reach and flexibil-
ity. Play somewhat faster
than the preceding exer -
cises.

Abwechselndes Strecken
und Zusammenziehen der
Hand bewirken Ausdeh -
rung und Geschmeidigheit.
Ftwas schneller als die
vorkerigen Ubungen zu
sprelern.

L’extension et la con-
traction alternees de la
main donnent comme
résultat une plus grande
étendue et souplesse. A
jouer un peu plus viteque
les exercices antérieurs.

4 3
1

5
5 2 1

Kl estirar y contraer la
mano alternativamente da
por resultado mayor éx-
tension y flexibilidad.
Se tocard algo mas aprisa
que los -ejercicios anteri-
ores.

AN1D 4

great strength to every
muscle of the hand Play
Andante, legato and loud.

Muskel der Hand grosse

Kraft. Andante, legato und

Ariftig zu spielen.

une grande force a tous
les muscles de la main.
Jouez Andante, légato et
fort,
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Difficult,but it gives Schwer, gibt aber jedem Difficile, mais donne Difieil, pero da gran

Suerza a todos los mus -
culos de la mano. 70 -

quese Andante, ligado y
JSuerte.
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An effective exercise,
not only for stretching
the hand but also for
making supple the thumb
and the muscles of the
forearm.

m.d.

Fine wirkungsvolle
ﬁbung, nicht allein fuir
Streckung der Hand, son-
dern auchk fiir Gelenkig-
keit des Daumens und der
Vorderarmmuskeln.

legato e poi staccato

Un exercice efficace,
)
non seulement pour lex-

tension de la main, mais
aussi pour la souplesse du
pouce et des muscles de
'avant-bras.

Ejercicio eficas, no solo
para la extension de la
mano, sino también para
la flexibilidad del pul-
gar y de los musculos del
antebrazo.
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FERRUCCIO BUSONI

Original exercises ex- Originalibungen, Exercices

originaux,

17

Fjercicios originales,

pressly written for this eigens  fiir dieses Werk | €crits expressément pour | escrifos  especialmente
work. geschrieben, cette oeuvre. - para esta obra.
m. S.
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Original exercises,
expressly written  for
this work, by

Although the follow -
ing exercise seems meant
for the thumbs yet as an
exercise of extension it
is of the greatest value
for the third, fourth and

Originaliibungen,
eigens fir dieses Werk
geschrieben, von

Exercices originaux
€crits expressément pour
cette oeuvre, par

ALFRED CORTOT

Obgleich die folgende
Ubung fir den
zu sein scheint, so ist sie
doch als Streckibbung fir
den dritten, vierten

Daumen

und
Jinften Finger von hOch-

Quoique 1’ exercice
suivant semble &tre des-
tiné aux pouces, il est
neanmoins de la plus
grande valeur, comme
exercice d’extension,pour

FEjercicios orige -
nales, escritos especial-
mente para esta obra,

por

Aunque el siguiente
gjercicio parece haber sido
escrito para los pulgares,
tiene, stn embargo,grandi-
simo walor como ejerci -

cio de extension interdi-

fifth fingers. (A.J.) ster Wirksamkeit. (4. J.) les troisiémes, quatriémes gital para los dedos ter-
et cinquiémes doigts.(AJ) | cero, cuarto y quinto (4.J)
legato sempre legato
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LEOPOLD GODOWSKY

Original exercises, ex- Originalibungen, Exercices originaux, Fjercicios originales,
pressly written for this | ewgens fir dieses Werk | écrits expressément pour | escrifos especialmente para
work. . geschrieben. cette oeuvre. esta obra.

To be practiced Zento, Ute in Lento, Moderato, Etudiez Zento, Mode - Estidiense en Lento,
Moderato, Allegro and f,n:y]i) Allegro und p,mf. f.(4.J) rato, dilegro et pmf, f.(4.J.)] Moderato, Allegro y con
i A.J.

los matices p, mf, f. (4.J.)
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School of Modern Pianoforte Virtuosity
Rosenthal - Schytte {Sclzule des hoheren Klavierspiels
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Daily Studies [ Tdglicke Studien | Etudes Journalieres Hstudios Diarios <1
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I. Philipp recommends
that all the exercises be
practised in the manner
of N© 1; they should be
transposed in all keys.

I. Philipp empfichit,
dass alle ﬁéungen ‘n
derselben Weise wie NO 1
gespielt werden; die U-
bungen sollen nach allen
Tonarten transponiert

werden.

Exercises in Extension [, Piilipp
(By permission of Theo. Presser Co.)

1. Philipp recomienda
los
ej ercicios segun el modelo
NO 1; transportense los e-

I. Philipp recommande
que tous les exercices
soient travaillés d’apres le

que s¢ estudien todos

NO 1: on pourra les trans-

poser dans tous les tons. | jercicios a fodos los tonos.

. @: s =
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To be practised szac -
cato, legato, slurred in pairs
thus: @ and with var-

ious rhythms: LLg H
ddpddig ﬁLLU

>>>>

= [CHRERC S

EI_EEEEET(I P.)

=

Staccato wnd legato,des-
weiteren itn Gruppen wvon
zwet geschleiften Noten:
090 p sowie mit nachste -
hendem verschkiedenartigem
Rrythmus zu iben: Ltg,-

cedg g ddd g

S>>
H H

—— 2 I ==

(LECPEER /. p)
=T

A travailler staccato,

legato, 1ié 2 par 2, ainsi:

—~ o~

et avec divers
rythmes: Lw; ELU 5
= = > >

([ EEEPRELERES”

> > >

LLEQ’.EEI(I.P.)
== &

Allegro 4 3 4
5 4 2 3 E F 3 2 4 5 VA
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Se estudiara staccato,
legato, en grupos de dos
notas ligadas: gé; y con
ceer

o

LArios ritmos:

3 3
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Exercises with Fixed Position of the

Hand

AN
——

Ubungen mit Stillstehender
Hand

0

Exercices de Position

Fixe

w003
Ejercicios de Posicion

Fija

20934
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Exercises with fixed
position of the hand.
They are extremely valu-
able for developing the indi-
vidual strength of the fin -
gers, and also the strength
of the hands and arms, and
no piano student can afford
to neglect them. However,
care must be shown inprac-
tising them to avoid stiff -
ness and lameness. The
usual position given in the
older piano methods was:

In this position the separate
fingers were made to strike
the keys a number «f times
successively, whereby no re-
sult could be obtained in the
matter of making the liga -
ments between the fingers
supple and active, and of
giving speed and elasticity
to the fingers, Only a com-
paratively small degree of
strength could be gained in
that manner. In this kind
of fixed position the best re-
sults are obtained by the
etude given by Clementi in
his Gradus ad Parnassum:

Ubungen mit
stillstekender Hand.

Sie sind ungemein nits -
lich um die individuelle Kraft
der Finger, der Hand und
der Arme zu entwickeln und
sollten von keinem Klavier-
schiiler vernachlassigt wer -
den. Dennoch muss man
Sorgfalt beim Usen dersel -
ben anwenden,um Steifheit
und Lahmgefihl zu vermei-
den. Die gebrduchlichste Stel-
lung in den dlteren Klavier-
methoden war:

Exercices
de position fixe.

Ils sont de grande val -
eur pour développer laforce
individuelle des doigts et
celle de la main et du bras,
et aucun éléve de pianane dev-
rait négliger de les travail-
ler. Pourtant,il faut faire
attention en les étudiant,
d’éviter la raideuret le
surmenage.La position usu-
elle donnée dans les vieilles
méthodes de piano était:

0

NS

03
0y

>

3
5

und man verlangte nur, dass
die Finger mehrmals hinter -
einander die Tasten anschiagen,
wobei die Bindeglieder zwischen
den Fingern nicht geschmei -
dig und selbststindig, den
Fingern selbst keine Ge -
schwindigkeit und Elasti -
zitat gewdahrt und nur wenig
Kraft gewonnen wurde. Bei
dieser Art von Ubungen mit
stilistehender Hand ergiebt die
Etude, welche man bei Cle -
menti in seinem Gradus ad
Parnassum findet die besten
Resultate:

con velocitd (d - 60)

et les doigts devaient frap-
per la touche un certain nom-
bre de fois,lun apres I'autre
ce qui naugmente ni la flex-
ibilité et activité des liga-
ments entre les doigts, ni
la rapidité et souplesse des
doigts eux meémes et aug-
mente trés peu la force. De
cette sorte d’exercices de
position fixe,les meilleurs
résultats sont obtemus par
I’Etude donnée par Clementi
dans son Gradus ad Par-
nassum:

Gradus

Ejercicios

de posicion fija.

Son de gran valor para
desarrollar la fuerza indi-
vidual de los dedos y la de
la mano y del brazo,y, por
lo tanto, mingun discipulo de
piano debiera descuidarios.
Sin embargo, es menester
tener. cuidado, al estudiarlos,
de no contraer con rigidez,
ni de rendir de cansancio l0S
maisculos. La posicion usual
dada en los antiguos méto -
dos de piano era:

y los dedos debian herir la
tecla cierto numero de veces,
uno después del otro,lo cual
no aumenta ni la flexibili -
dad y actividad de los liga-
mentos entre los dedos, ni
la rapidez y soltura de los
dedos mismos, y aumenta
muy poco la fuerza.

De esta clase de ejercicios
de posicion fija, los mejares
resultados los dd el estudio
de Clementi, en su Gradus
ad Parnassum:

ad Parnassam M.Clementt

20934
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In his “Technical Studies”
Franz Liszt gives new life
to the exercise with fixed
position of the hand, by the
excellent device of employing
various rhythms and shad -
ings, both in legato and in
staccato. It is an especially
fine exercise and I strongly
recommend its practice:

Technical Studies l

Franz Liszt gibt in seinen
“Technische Studien’den U -
Sungen mit strlistehender
Hand neues Leben, indem er
den vorziiglichen Einfall hat,
verschicdene Rhiythmen und
Schattierungen im legato wnd
o Staccato anzuwenden. Ks
sind dies ausgezeichnete U -
bungen, welcke ick auf das
Seste empfekile.

Technische Studien

Dans ses AtudesTechniques
Liszt infuse une vie nouvelle
aux exercices de position
fixe en employant lexcellente
idée de rythmes différents,
en légato comme en staccato.
Ce sont des exercices excel-
lents et je recommande quon
les étudie,

Etudes Techniques

27

En sus Bstudios Técnicos,
Liszt da vida nuecva a los gjer-
cicios de posicion fija emplean-
do la excelente idea de ritmos
diferentes, en legato como
en staccato, Son ¢jercicios
magnificos y recomiendo gue
se estudien.

| Estudios Tecnicos

FRANZ LISZT
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Chopin gave his pupils
the following fixed position,
for lifting the fingers indi-
vidually:

It keeps the position of the
hand remarkably even, but
in spite of the use of var -
ious rhythms(whichChopin
did not give,) it is not apt to
bring about especially good
results.

Other teachers have
thought fit to select a very
extended position,employing
the old style of monotonous
repetition of separate fin-
ger strokes:

Chopin gab seinen Schi -
lerndie folgende bestimmie
Handstellung wm die Finger
ernzeln ziw heben:

-

LR

Chopin donnait a ses ¢é-
léves la position fixe sui -
vante, pour lever les doigts
seuls:

S

3

i

Chopin

So bleibt die Lage der Hand
besonders gleichmissig, aber
diese Art selbst, ist beim Ge-
brauch verschiedener Bhythmen
(die Chopin nicht angab) we-
nig geeignet, besondere Re -
sultate zu erzielen,

Andere Padagogen haben
es fir gut befunden Posi -
tionen mit grosser Ausdek -
nung der Em%d zu waklen:

20934
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Elle garde la main placée
d’une facon égalisée remar -
quable,mais méme en faisant
usage de rythmes différents,
(que Chopin ne donnait pas)
elle est peu apte & produire
des effets marqués.

D’autres auteurs pédago —
giquesont trouvé bon de choi-
sir des positions trés éten -
dues:

mbwlﬁﬁﬂwuﬁm

Chopin daba a sus discipu-
los la posicion fija siguiente.
para levantar los dedos solos:

Esta posicionmantiene la-mano
maey 1gualpero aun st con €lla se
usan diferentes ritmosfoque Cho-
pinno pedia) €s poco apropiada
para producir efectos nota -
bles.

Otros autores pedagogicos
han ido hasta escojer posi -
ciones exajeradamente abiertas:

Zarembski



but these are obviously
suitable only for abnormally
large hands and even for them
the danger of over-stretching
and thereby doing harm is
pronounced.

The following position I
have found to be oneof the
best. Its stretch is enough
to strengthen the hand and
the forearm, while the var-
ious rhythms are calculated
to develop elasticityas well
as speed. The idea of play-
ing the nearest and the
farthest key,with the same
finger, is not found in any
of the authors cited, and
is invaluable for gently
extending and giving
strength and flexibility to
the ligaments between the
fingers. It also develops the
side motion of the fingers,
which is usually neglected
in piano playing,but which
relieves fatigue and stiff-
ness. Hands unableto strike
the full diminished seventh
chord with repetition of the
lowest note easily should
not attempt to use it for
practice, but should employ
the second position given.
One must not think that
by so doing less will be
accomplished.

Hold the keys pressed
down with enough firm -
ness not to allow the keys
to rise; but without ex-
aggerated force. While
exerting this firmness in
the fingers &e sure that
Yyour wrist and arm are
kept flexible and relazed.
Do not raise the wrist, and
keep the knuckles slightly
elevated.

Lift the fingers curved,
not clutched, and strike
the keys with decision.
The muscle that governs
each finger should be firm
and hard at the moment
of striking, and supple and
relaxed when the finger is
being lifted.

20984

aber sie sind matiiriich nur
SUr abnorm grosse Hande
passend und selbst fiir solche
ist die Gefahr der zu 1weiten
Ausdehnung und Uberan -
Strengung gZross.

Ieh habe die folgende Stel-
lung als eine der besten ge-
Junden. Sie spanntdie Hand
geniigend, um sie, sowie den
Yorderarm, krdftig zu machen,
wakrend die verschiedenen
Rhythmen dazu berechnet sind,
sowoki Elastizitat als auch Ge-
laufigkeit zu entwickeln. Die
ldee, mit demselben Finger
die ndchste und die entfern-
teste Taste anzuschlagen,wird
bet keinem der zitierten Aufo-
rén gefunden und ist dabei
von grosstem Wert sowohl fiur
sanftes Strecken, als auch
wmn den Bindegliedern zwischen
den Fingern Kraft und Gesclonei-
digkeit zu geben. Sie jfordert
auch die Seitenberegungder Fir-
ger, die gewdihnlich beimn Kla -
vierspiel vernachldssigt wird,
obgleick sie der Steifheit und
Ermattung vorbeugt. Hinde,
welche nicht leicht den wvollen
verminderten Seplimenakkord
wmit der Verdopplung des
Grundtones greifen konnen,
sollten ihn nicht zum Zdben
gebrauchen, sondern die
zeweite angegebene Position
beniitzen, mit welcher genaw
dasselbe erreicht wird.

Man halte die Tasten mit
gentigender Kraft niederge-
driickt, dawmit sie nicht wieder
emporkommmen, denroch okne
b';éertrez'éung in der Kraft-
entfaltung. Wahrend dieser
starke Druck it den Fingern
ausgeiibt wird, halte man
das Handgelenk und den Vor-
derarm locker und lose. Man
hebe nicht das Handgelenk,
halte aber die Knichel der Fin-
ger etwas erhoht. Die Finger
sollen gewdldt, nicht gekribmmt
gehoben werden und niissen
die Tasten mit Entschlossen -
heit anschlagen. Diejenigen
Muskeln, welche die einzelnen
Finger regieren, miissen fest
und hart beim Anschlag sein,
aber ganz locker und nach -
gicbig, wenn der Finger ge-

hoben wird.

mais elles ne se prétent, é -
videmmernt, qu’a des mains dune
grandeur anormale, et méme
pour celles-ciil y a grand
danger dexagérer la tension
et de produire des résultats
ficheux.

Jestime la position suivante
comme une des meilleures.
Elle étire la main assez pour
1a fortifier, ainsique I'avant -
bras, et les rythmes sont cal-
culés de facon a développer
élasticité et vitesse, en plus
de la force. L’idée de jouer,
avec le méme doigt, la touche
la plus proche et la plus €loi-
gnée ne se trouve dans aucun
des auteurs cités; elle est
du plus grand secours pour
étirer doucement les liga-
ments entre les doigts et
pour les rendre souples et
forts. Elle développe aussile
mouvement latéral des doigts,
généralement négligé dans le
jeu du piano et qui, pourtant,
empéche la fatigue et la rai-
deur. Les mains qui ne peu -
vent pas facilement frapper
Yaccord entier de septiéme
diminuée (avec répétition de
la note basse) ne doivent pas
s'en servir pour 1'étude, mais
prendront la seconde position
indiquée, et on ne doit pas
croire que pour cela on ac-
complira moins,

Enfoncez les touches avec
fermets; c’est-a-dire, déployez
assez de force pour que les
touches ne remontent pas,
mais n'exagérez pas cette
pression. Pendant que les
doigts pressent les touches
fermement ayez soin que le
poignet ¢t lavant-bras res -
tent souples et détendus,Ne
levez pas indfiment le poi -
gnet, et, par contre, gardez
les articulations qui joignent
les doigts & la main,un peu
elevées.

Levez les doigts courbés,
non pas crochus, et frappez
les touches avec décision. Le
muscle qui gouverne chaque
doigt peut étre dur au moment
de frapper, mais devra étre
flexible et detendu lorsque
le doigt se leve.
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pero estas no se presian, €-
videntemente, mas que para
manos de extension anormal
y aun para éstas queda el
peligro de exagerar la tension
y dailar la mano.

Fstimo la posicion siguien-
te una de las mejores. Estira
la maro bastante para forta-
leceria, ast como el antebrazo,
¥ los ritmos estan ideados de
wmanera de desarrollar elasti -
cidad y rapidez, ademads de
Juerza. La idea de tocar,
con un wmismo dedo, la tecla
mas prozima y la mas dis -
tante, no se encuentra en
ninguno de los autores ci -
tados; €s de grandisiimna ayuda
para éestirar suavemente
los ligamentos entre los de-
dos y para daries [flezxibi -
lidad y fuerza. Desarrolla
tamébién el movimento lateral
de los dedos, el cual, de cos -
tumbre, se descuida al tocar
€l piano, y que, sin embargo,
evita ¢l cansancioy la rigidez.
Las mmanos que no pueden her-
ir con facilidad e/ acorde
entero de sétima disminuida
(con repeticion de la nota baja)
no deben servirsede ¢! para
el estudio, sino tomar la
segunda posicion indicada, y
no hay que figurarse que por
eso se obtendran resultados
menos ventajosos.

Hundanse las teclas con
Jirmeza; es decir, con bas-
lante firmeza para que no
vuelvan a subir, pero sin exa-
gerar la presion,

Al oprimir los dedos firme-
mente las teclas, cuidese de
que la muitieca y el antebrazo
queden flexibles y flojos.

Ao hay que levantar inde-
bidamente la nuiieca; pero
procurese que queden algo
alzadas las articulaciones
que unen los dedos a las manos.

Levantense los dedos algo
encorvados, pero no demasi -
ado, y hiérase las teclas con
decision., Bl musculo que
rige cada dedo puede estar
duro al momento de golpear,
pero tiene que quedar flexible
v flojo cuando se levanta
el dedo.
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Main droite — Mano derecka

Rechte Hand_
Fifth finger — Finfter Finger — Cinquiéme doigt _— Quinto dedo
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Segundo dedo
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Second finger —
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Mano 1z2quierda

Main gauche _

Linke Hand _
Fifth finger — Finfter Finger — Cinquiéme doigt — Quinto dedo

Left hand —
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For smaller hands:

In this position (for the
right hand) the fifth finger
does not strike the key of D flat,
but only the keys of B flat, B
natural and C. The fourth
finger strikes the keys of G,
A flat, A natural,B flat. The
thumb strikes the keys of
A, Bflat, B natural,C, C
sharp, D, E, F, G.

In the position for the left
hand the fifth finger does
not strike the key of D sharp,
but only the keys of Fsharp,
F natural and E, The fourth
finger strikes the keys of F
sharp, @&, G sharp, A natural.
The thumb strikes the keys
of G, Fsharp, Fnatural ,E, E
flat, D, C, B, A.

Fixed position exercises
should be practiced once a
day for a period of from three
to five weeks; then once eve-
ry other day. Later, once or
twice a week. (See Chapter:
“Schedules of Daily Prac-
tice»),

The following position on
black keys:

should also be practiced at
times, in alternation with the
first one given. Practice them
in the same manner: each
finger striking every key
that it can conveniently reach
four times, and alternately
the nearest and the farthest

Fitr kleinere Hande: ' Pour petites mains:

m.d.

E S

In dieser Stellung (fiir
die rechte Hand) schiizt der
Junfte Finger die Taste Des
nicht an, sondern spielt nwr
B, H und C. Der wierte
Finger schlagt die Tasten G,
As, A, B.Der Daumen schligt
die Tasten A, B, H, C, Cis,
D, £, F, G an.

In der Stellung fur die
linke Hand schlagt der
Sinfte Finger die Taste Dis
nickt an, sondern spielt nur
Fis, F und E, Der vierte
Finger schliagt die Tasten
Fis, G, Gis, 4. Der Dawmen
spielt @, Fis, F, &, Es, D,
C H 4.

l'f'bungen mit stillstehender
Hand sollten 3 bis 5§ Wochen
lang taglich geiibt werden,
dann jeden zweiten Tag; spé-
ter nur ein oder zweimal
in der Wocke. (Siche Ab -
schnitt: ‘‘Plan fir tiglickhes
Uben?’

Die folgende Stellung auf
schwarzen Tasten:

7.8,

Dans cette position (pour la
main droite) le cinquiéme doigt
ne frappe pas la touche de Z¢
bémol, et joue seulement sur les
touches de S7 bémol, §7 naturel
et Do. Le quatrieme doigt frappe
les touches de Sol, Za bémol,
Za naturel, S¢ bémol.Le pouce
joue sur les touches de Ze, St

eémol, Si naturel, 2o, Do diéze,
Ré, Mi, Fa, Sol.

Dans la position pour la
main gauche le cinquiéme doigt
ne frap}t)e pas la touche de 26
diéze, et joue seulement sur
les touches de #z diéze, #a
naturel et M. Le quatriéme
doigt frappe les touches de 7z

diéze, SoZ, So! diéze, Za naturel.

Le pouce frappe les touches
de Sol, Fa diéze, Fa naturel, i,
2 bemol, Bé, Do, Si, La.

Les exercices de position fixe
doivent étre étudiés une fois par
jour pendant une période de
trois a cing semaines; ensuite
une fois tous les deux jours.
Plus tard une ou deux fois par
semaine. (Yoir le Chapitre:

Plans detude journaliere’).

La position surles touches

noires:

sollte ebenfalls hin und wie -
der statt der ersten Stellung
geiibt werden. Man ibe sie
in der gleicken Weise: jeder
Finger schlagt viermal die-
Jenige Taste an, die er am
bequemsten erreichtund auch
abwechselnd die nachste und

doit étre prise de tempsen
temps, au lieu de la premiére
position. On étndiera de la
méme maniére: chaque doigt
frappe quatre fois chaque touche
qu'il peut aisément atteindre,
et aussi, alternativement, la
touche la plus proche et la

Pare manos pegueras:

En esta posicion (para la ma-
no derecha) e quinto dedo no
hiere la tecla de re bemoly toca
solamente sobre las teclas de s8i
beinol, si natural y do. &I
cuarto dedo hiere las teclas
de sol, la demol, la natural, si
bemol. El pulgar toca sobre
las teclas de la,si bemol, si
natural, do, do sostenido, re,
mi, fa, sol,

Bn la posicion para la mano
izquierda el quinto dedono lrere
la tecla de re sostenido, y toca
solamente sobre las teclas de
fa sostenido, fa natural y mi.
El cuarto dedo hiere las teclas
de fa sostenido, sol, sol sos -
tenido, la natural. Bl pulgar
toca sobre las lteclas de sol, fa
sostenido, fa natural, mi, mi
bemol, re, do,si, la.

Zos gjercicios de posicion fija
se deben estudiar una vez al
dia durante un periodo de 3 @
5 semanas; después, unaves cada
dos dias. Mas tarde una o dos
veces por semana (Veéase el
Capitulo: “Programade estudio
diario”),

Za posicion sobre teclas
negras:

se estudiara de vez en cuando,
en vez de la primera posicion.
Se la trabajarad de la misma
manera: cada dedo golpea 4
veces cada una de las teclas
que puede alcanzar con facili-
dad, y tamndicn alternativamen-
te la tecla indas cercana y la

key. Besides practice as | entfernteste Taste. Ausser- | plus éloignée. En plus on | wmads lejana. Ademas, se estudi-
foflows: dem wbe man wie folgt: étudiera comme suit: ara como sigue:
4 5 45 4 45
H 3 — N ——
n L f 1+t I r 1t 1T 47 | 1 1
L heg T ol 1o 1 SV a8 Lg g
'L 1A A4 A& Lo bl
4 . D4 £ 4 (% 4
vV O 4] ; S X .9 T L. S
J Ve
4
5
4 3 5 36 3D 35
9 2
M i [
g E g gz 3 3 3 b 3
4
5 25
2 5 25 2 b -
o! 3 ———
A1+t 5 ;
| fan WHZWVP2XN ) 1 1
(5 m—N Y
5 4 4
b
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I. Philipp Complete School of Tecknic for the Prianoforte

54) (by permission of Mess. Theo. Presser Co.)
3
—9 A *
re) 9 ] S Ty i
= T === |
© ﬂﬂ@‘ 32 /{}w
P =312 .
[ %) I i 1 4

4
5 4
== == /”\;ﬁ—\
I y/ERE ) e
P P #3{9
o 5§®@§L_/f3 W
1
1:’_‘
'}: t | V7 4
J.Lg [ 9 ) [® ] ]
HEZEF P T S5 P - i\/ s = Te
v \__—____/
5 4
A 3 4 .
' 4 = ﬁ |
hn()' b o< Y j H g—] _‘H_
58 e e g _‘é_‘H”—c—c
1 2 >
ey e p—p—
0 Il I ‘ﬁ:ﬁ LM)IL
o e e g e gell I v-q_f’j;:ﬁﬂ
g 3 o3 *
u
54 B
3 2
=== ‘ =
Gpiereten el e, T——
S \\__/
1
3 4
v , . — E— e B
s T e e FiE I rErsEs
| =4 ” sd > N

15
A = —
y €} [ ® ) [® ) 7 [ @)
ey L YA g5 S ﬁ ﬁ
1 3
1 3 .
: ' Yy j[ [ ® ] [ @ ) 2
i il T & 37 oy
o e e e e T oo T T e
o e < + ¢ hofT3% o TS e o o o

20934




40

( & ﬁﬂv
L)
\q n—— # 0
o @[ 1 R ™
0104 ok
mhv v
Q) ‘
177
H._z
o Hv2
u% W _mav_e
e |lge>
_
| I
G 160)
50
R N

25

5L @ )
L/-G

25

: —e—
=
Ca _

L © ]
My
~—

—H

o & o &)

,)rﬁjé
<| AVL—i - o_e >
umm = = =4
qp G»
?w )
1.
7 UPF folfon
ann/ Hs.ﬁw v
o/ %
[1[T%
I
.u“hw | | 24
20(¢ el
(]

25

%

€y

L 47
ney L

LS )

EL | B2

£

he &

! '
. !
J4& .AE ‘
49\ %c_ev
\ e
| )]
i L
W 14
L B
3
AMVU e/\ ﬂbo
Ry

N

Pa
=4

T dr

gL

hliol

y / A

Z —@

- &Y

W

jdi-]-E-

g

V7 A/ 4

<5

1 &Y
Par {
VT

X/

Y]

24

S (|9 [
S w
ST i L)
. o
.c ) .I )
) .Lh i)
#xu ¢
4 ex
1 "T 1
Y ENEEL)
$
t $ t L)
) Y
e .
R
R $ 0 ] )
’ L)
iy L)
e 1
o o
EL NN plls o
J 8
ﬂ “ N w
) 1)
®
i <
NE Jo
N

20934



41

——— A B o——

Flexibility and Dexterity of the
Thumbs

Gelenkigkeit und Behendigkeit der

Daumen

Souplesse et Dexterité des

Pouces

Flexibilidad y Destreza de los

Pulgares
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Flexibility and velocity
of the thumbs

It seems hardly necess-
ary to emphasize the impor-
tance of the thumbs in piano
technic. Of all the fingers the
thumb is perhaps the one which
requires the greatest atten -
tion(altho the 4th and sth
fingers are so much weaker)
becaunse though powerful it
is also awkward and innear-
ly every change of position
of the hand on the keyboard
the thumb is the basis of the
new position and may be
looked upon as one of the
causes of accurate or inac-
curate playing.

All following exercises
should be played rapidly, with
light touch and in mp or mf
The thumb should move rap-
idly with a quick side mo-
tion.

Gelenkigrert und Ge-
Schwindigheil dev Dawmen

Ks scheint kaum nitig zu
betornen, wie wichtig gewandte
Daumen filr die ganze Kia -
viertechnik sind. Von allen
Fingern ist der Daumen viel-
leicht derjenige, welcher der
grossten Aufmerksamkeit be -
darf, (0bgleich der vierte und
Jinfte Finger so viel schwiich-
er sind), Nicht allein, weil er
wenn auch krdftig, meistens
doch unbeholfen ist, sondern
weil er bei jedem Stellungs-
wechsel der Hand auf der Kla-
viatur fast immer die neue
Lage angibt und als eine der
Ursachen des reinen,oder un-
reinen Spiels angesehen wer-
den muss.

Alle folgenden Ubungen
sollen schnell, mit einem leich-
ten Anschlag im mp oder mf
ausgefiihrt werden,

Der Daumen soll sich schnell
und behende nach der Seite
bewegen.

Souplesse et velocité
des pouces

Il semble presque super-
flu de signaler I'importance
des pouces dans le jeu du
piano. De tous les doigts le
pouce est peut-étre celui qui
requiert le plus d’attention
(quoique le 4me et le 5me
doigt soient bien plus fai-
bles). Non seulement par-
ce quoique fort il est lourd
et maladroit,mais parcequa
presque chaque changement
de position de la main sur
le clavier c'est lui qui in -
dique la nouvelle position
et on peut, en genéral, le
considérer comme une des
causes de la justesse ou de
I'impureté du jeu.

Tous les exercices sui -
vants se joueront rapidement,
avec un toucher leger et mp
ou mf. Le pauce fera un
mouvement latéral rapide.

Flexibilidad vy velocidad
de los pulgares

FParece casi superfluo se -
Ralar cuan importante es el
pulgar al tocar el piano. De
todos los dedos es acaso el
que requiere mas atencion
(aunque el 42 y 50 son mucho
mas debiles). No solamente
porque aunque fuerte, tam-
bién es pesado y torpe; sino
porque cast a cada cambio
de posicion de la mano en
6l teclado es él)el que indica
la nueva posicion y se le
puede considerar como una
de las causas de la limpieza
0 impureza de la ejecucion.

Todos los ejercicios st -
guientes se hardn rapida-
mente, con un‘toucher” I -
gero yen mp o mf. El pul-
gur debe moverse con rdpido

movimiento lateral.

Presto
141 4
14141414 4
131813131313
12192 12 121212
N = ==
T A8 e T o g 0" e
S Tt At
1 ¢ o 1 1 < 313
13131313437
1i14afatag s
1 42 1 4
1.3 1 3
1 2 1 2
[
12 h
| S L]
S | )

$oieg

In all keys:

All the keys should be
practised at least once
with each fingering. For
regular practice take the
first four keys with 1242;
the next four keys with
1313; the last four keys
with 1414. Change this or-
der often.

209384-

Durch alle Tonarten:

Alle Tonarten sollten wenigs-
tens einmal mit jedem Finger-
Satz gewibt werden. Fir gewvhn-
liches Uben die ersten vier Ton-
arten mit 1212; die nachs -
ten vier Tonarten mit 1313;
die letzten vier Tonarten
mit 1414. Man wechsle if-
ters diese Reihenfolge.

Dans tous les tons:

I1 faut avoir joué tous les
tons au moins une fois avec
chaque doigte. Pour le tra-
vail habituel prenez les
quatre premiers tons avec
1212; les quatre tons sui-
vants avec 1313; les quatre
derniers tons avec 1414.0n
changera souvent cet ordre.

L #
R i
'_ ll
ST e
— 1272 etc.
1333
1414

En todos los tonos:

Hay que haber tocado to-
dos los tonos una vezs, por
lo menos, con cada digita-
cion; para el estudio habitual
tomense 10s cuatro primeros
tonos con 1212; los cuatro
tonos siguientes con 1313;
los cuatro witimos tonos con
1414, Cambiese a menudo el
orden.
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5 B0 b5 . 2
123132 12313 13 gy os
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:i -1'3 2lag 3-‘- 132123 =
123132 123132
0 Through all keys | Durch alle Tonarten | Dans tous les tons | £n todos los tanos
No3 ‘
. 1 2 8 4 1
1 2 3 4 1 4
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@ - 21 2 4 3 2
1432 o 1 4 3 ,
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1 2 3 41 4 3 2 1 2 3 4 1

Through all keys

Presto e leggiero

poco legato

l Durch alle Tonarten

| Dans tous les tons

| En todos los tonos

4
0 14 13 2 >
1 1 < 1 9 . .
N.4:%%1212 12 19 12 etc.
0 1
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¢ T213 ta !
131%
{ 4
4
1 314,
1 513 41
1 31 4 1 3 1313
Peoag21513 13 Repet. 1315
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A difficult, yet decided- Eine nicht leichte, aber Un exercice pas facile, Un egjercicio mo muy facil
ly effective exercise. Do | sehr wirkungsvolle Ubung. | mais d’un excellent effet. | pero de un excelente efecto.
not play too slowly. Nicht zu langsam zu spie - Ne jouez pas trop lentement.| No se toque demasiado des -

len. pacio.

No 7
m.d. —f
“
()

1 3
2 21 1
F.F_.P. 3 4 o
N

T 91 4

I 4
() 1 3 47 5
1.3
21 1
Py # # 394 2 Emwe— 3 etC
foy— % | e
1
2 2
- 1 3 4
r 2 1 g 1 r-1
o) 2 »
m.S. /'. *
3 2 1 1 4
1,2
|
bebe 1) —
&) v | [, -
s O PR B R .
—_Z . [V g 1 | 1
D 'I“"‘l"."'l'-
1.2
3 1 2
- h"h 1ﬁ1 41 2 ﬂfb 1 3,41 etc.
e): g : T e
#} 1
Rapidly; nimble fing- Schncll; mit fiinken Fin- Rapidement; les doigts Rapidamente, con dedos
ers; practise all finger - | gern; man iide alle Finger-| agiles; étudiez tous les | agiles; estudiense todas las
ings. satze. doigtés. digitaciones.
4
0 4 141414141
NO8iy 41414181213 .
1 2 12 212 1 231 32 2 3 1 32

{e 1 I — 'fi.:-}L?Fll : s

.

v @ “. 1 2 212:
12121212121 2 1 3% 31 3 3
131313131313
1414154141241 3

4
NO9y 2341432 12341432 s 141 414
13 1 :
1 12 1.2
| S | 1T 1 1 1
{e %lll o I | 1 1 ::Vl J[L :
2 %3 3R " 34 T2 1212
1 21412 4
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1 1 1 D

143 2 3 4 '
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1 213 123132 iﬁ’*i’* )

4 | |

: e e P

P 4 [ 1

1 31 3 13° =23 14 4
1 21 &

The immediate benefici- Die augendlickiiche,wohi- Quiconque jouera cet ex- Quien toque este ejerci -
al effect of this exercise on | twende Wirkung dieser - | ercice se rendra compte de | eio se dara cucnta de la ac -
the thumbs will be apparent bung ayf die Dawmen,wird | 1'action instantanee et bien- | cion instantanea y éeneficial
to all who practise it. Keep | jedem der sie spielt, esn - | faisantequ'il exerce sur les | gue cjerce sobrelos pulgares.
wrists and arms relaxed. leuchten. Handgelenke und | pouces. Gardez les poignets | Guardense las musiecas y

Arme sind locker zu halten, | et les bras souples. los brazos flexibles.
legato
N210
ﬁA - e S s )
A\ID & @ o—+—o01+ o — 2 2 2
‘?- 2 3 2 2 1 2 ‘ 2 1 R 2 2 1 1 1 1 1
D-mp -mf
0 1 )| 1 1 ! 1 T |
: - e 1
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Keep strict time.

Streng im Takt.

Gardez strictement la
mesure.

49

Guardese estrictamente el
compas,

No 11 3 S
1313131 313138151313 131315137 3: 1813 13 1 8131 3
1 21212121 2415121212 12121121 @15'82, 5,5 12 1 21212
C < ' - = —

(. WA U : !

X A

b .E- putes etc

: .; 3 =.5*=- E= 12 1 21 21 2

L 2121213212 1512121 2 121292181212 121212 13 1 5158158
151571313513 1313134 3 1531313131313 1341813

The ascending skips in
the right hand and the descend-
ing skips in the left hand
are to be executed without
spasmodic jerking and with
smooth motion.

Die aufiwirts gekenden
Spriinge in der rechten Hand
und die abwarts gehendenin
der linken Hand sind okne
keftiges Zucken, mit ruhi-
ger Bewegung auszyfiihren.

Les sauts, en montant dans
la main droite et en descen-
dant dans la main gauche,
doivent étre exécutés sans
secousses violentes et avec
un mouvement aisé.

Los saltos, subiendo en la
mano derecha y bajando eén
la mano izquierda, se ¢je -
cutaran sin sacudidas vio-
lentas y con un mmovimiento
JSacil,

D -mp - 1
No12 3 ¥
A B3 323,53 13 3 1 1 ,
| 1 hi 1 1 =
m.d. [ T 1 o 2
(),
. be 3 s
4@ v
. 1 L3 3 -—: 2 E - b-p-}ﬁ etc.
1 i 3 3 ] i
© ————
- - 2 2
»-mp -mf . . 2 2 2 3 4@ 4 44
o): 2 2 33 od t_—p
m.S 1 2 -
> t 3 — 1 1 1 = ‘
2
393 o 2
1 —9- 18— 4 @4 2 etc.
S E=siE e i =
. —4 L] 4
| 1 [ T % 3
— - - -
===———| .
———
Play strictly legato. |  Gut legato zu spieten. I Jouez bien légato. Tocar muy ligado,
N¢ 13
A ——
T—1 T - T I T 1
'0; 3 £ %3 o ol » ®
- & < = 3 hd
1 2 # 1 ? 1 ®
mf etc.
1 y 1 1 2
: . . R 3 He 3
7 " P ———a o #
ft
A a = _=
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Not too fast; play Nicht zu schnell. Sauber Pas trop vite; jouez No demasiado aprisa;
cleanly. zu spielen. juste. con limpiesa.
1
(0) g 1 3 1 3 1
[} : 2 2 3
i = = = sIs
] dl_j‘:f !
S—p P |
I’ —
1 3 < g 1 3
1 % 1 % 2 A 2 r3
' e B e Ee
y 1 — 1 I?- » — . - J
: T i f &
T 2 1 2 1 —
— 2 —
1218 (3813
2 1 2
2 1 2 3
1 3 1 1
i 81 13
£ 1
— T { | A
A\1V 4 )| ‘ ‘ =
¢ 34 1313
1 3 % 2 1 2 12
1.2 - g J
b eP FP»
P @ T 1 1
I — —— .
2 1 2 % r
2 1 2
Tei it
In all keys. | 7n alten Tonarten. | Dans tous les tons. | Zx todos los tonos
Both of the following PReide folgende Ubungen Les deux exercices sui- Ambos ejercicios sigui -
exercises should be played | sollen zuerst in eimem | vanis doivent étre joues | entes se deben tocar prime-

first in a moderate tempo;
later with greater speed.

missigen Tempo gespielt
werden, spater mit grosse-

ramente en un MoOVIMIEn-

to moderado; después mas

d’abord dans un mouvement
modeére; ensuite plus vite.

Accuracy in attack must | rer Schnelligheit. Man | Ayez soin de la justesse. | aprisa.  Prociurese ftocar
be cultivated. sorge fiir Treffsicherheil. - limpio.
N9 15 1
1. 313 131 31313 1 3 1 3
1 21 2 121 2 1212 1 2 1 2
\ T ! "—d_.' ‘ ]
e —1
s #8158 BT 2131y #¥ Y <
8v3zassal 3 13 3 1 3 1
tg 13 SR
: : L 1 M
"
| ! l o—1—1 ! %: :
2 ===§ — *g J#7 2
1 [ J 3
1 R 1 3 1 2 1
1 3 1 3
131 3
1 3 13 1 3 13 Q.. : p
12 12 1 2 12 b 8- 5 ] 3 121 2
1 ' -
il < 21 ot p——
N i ﬁ' t !w 1 - . etc.
g /) i ol Lf - 1%y T Y 1
! 7. " Jry [/ 178
T 5 1:96¢ %M1 2 - 1 21 23#'
; 2 121 2 P <
1313 1313 131 3 1t 313
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Not only beneficial
for the thumbs, but also
for stretching and mak -
ing the hand supple.

Nickt allein gut fiir
Daumen, sondern auck

giebigkeit der Hand.

No16

die Ausdehnung und Nach-

die
Jur

| pouces,

Non seulement d’une
bonne influence sur les
mais aussi sur
I’extension et la flexibi-
1ité de la main.

=~

51

No sdlo benéfico para
los. pulgares, sino también
para la extension y Slexe-
bilidad de la mano.

5 5 4 5 4 4 4 5 5
4 4 4 4 5 4 4 4 ; 4% 4 4 4
2 1 3 2 12 2 1 2 2 1 3 2hl2 2he2 213 35 135
ST) II}}
[y
 ——— e
1 1 P 1 5 1 1
2128212 L2, 212 o b#—g,},i 12 21282 , 2
5}: X I9) k.3 5.3 . =¥ 45 £z 3 .‘) k2 3 £ 4 v E3 13) k3 X
- t’:k :‘—H t !l P
= —
——
4 151 4 ? 5 4 ?4 ? 4 5 4
2 1 9 1 2 b < b 2 L 2
J.J.ll ¥
\ n : I
v E—— ! === % L=
—
1
1
2 2 bwr 2 1 2 @ 2 2
b 2 taf ! # > 1 i o sat. 1 £ i 15
s 2 o2 == — =i s
~ " b il T T 11 1 P
— ——
EE—— E————
5 5 5 5
& 34 1 2 401 % 1 1
A uZ 2 b 2
L ’
{ e Lid :
¢ Fo— " - - -
— .- - ——
2 1 2 e 2 12 1 - -
&:u‘4 5 4?_- 1 y A 2 hs_. 4 5 4 1 5 = = 1
o) 5 b e e
o b #EE i T B
T 1 1 T‘El | - 1 [ I Ul T | 1
5 5 9 5
3 ?lé ! ? 2 13 hi 1
# it gifs sPs
Jo U il v
4 — » = = == e
5y = =_ =
2 2 @
2 12 1 ) .- hg-'.a tiE 1 1
ted tif s de e o |MEA GIELFE £ 1
o) e’ o —"?3:
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— = f—
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SIS i BIEY :
BYES 325 o8¢ g s iBNES BEZ .08c ¢
e o b o h = = }
o == — ==
b . . 5 4 2
__ Eé)%;‘% Lo & E 1 h'.:-hﬁ;’* h%;’* £ %,#E = !
B I = . | !
TR i 3,04 ;
LS - #!i 2 85 s h#ﬁhﬁﬁi i#.!i 1283 8 Fs
— = —» e A
(D
b 2 128 o 2 1 e 2 128 ]
_ Eﬂ% i F$:8-2 s8-8’ ::ﬁbji },#ﬁﬁ i =W i#: s H:_E; %; !

Not too fast; play firm-
ly. Practise each hand a-
lone.

Pas trop vite; jouez
fort. Etudiez les mains
séparément.

Nicht zu schnell; kriftig
=z spielen. Ube jede Hand
allein.

No demasiado aprisa;
toquese fuerte. Estudiese
cada mano separada.

5} 5
5 3
e 4 8 = — —
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5 & 5 11 ! 1 L

5 5
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Special thumb exer -
cises, as preparation for
the scales.

Besondere Dawmenii-
bungen, als Vorbereitung
Jir die Tonleitern.

Exercices spéciaux pour
les pouces, servant de pré-
paration a 1’étude des

Ejercicios  especiales
para los pulgares, como
preparacion para el

| gammes. estudio de lus escalas.
j C—2=3:3 % T18 % 14
)] OgP P P o Ogl' T 1 [ — Og » i
=
2 M
. O | R |
1 414 1 414
/———-‘—"—\ /’_-—\ .
2 3 _~Z 1 ] T ~
hidld A ry . A z 0 o A p . . 9 1 )
Q - . . 3 3 0 . T >
A\ P ~ - £>
() 1 »- 1 »-

A e~ 4 17 b D 1
| = 9 . . Q Q 2 1 ) .  h [V ~ q ¥ Py
hid Py Py d hid 4 had had . « V " ) .
ANIVA [ @ ) [ S ] T Vv 01
1~ - 11 -
-—
e = S —
. ——
0 1 | P & |
L D D . 7 b [ @) ‘ .
3 | A 5] 4 2 5] . "y | ] 4 s
— 3— 3 3 = —a = =
— k 1 vV 1 I
LN\ ) @
3 Yod as before and in all keys

wie vorher

ete.
comme avant

)]

bty ® 1 como antes
.’

0. T

20934 -

und in allen Tonarien

ete
et aans tous les tons
o, en todos los tonos
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AT e e e e B
C major
1 3 3 1 1 2 1 3 3 1
C dur 2 R
UtmaJeur TN 7 3 ~3F ~ ~7 3 >
Do mayor ﬁﬁ
L [ ™ —— " T—" s —
1 3 2 3 1 1 § 1 3 2 38 3
775 N 5 N
 —— ! I —1
_‘,_
1 3 29 23 1 121 35%%%3 1 1
75 N 5 N m
e ’ 1 .. I —
53 F pm——
} O ! 1 T
1 3 2 2 3 15132 R 3 4 1
/T —— T e — 54 424y 5+
\J I | | 1 %F 1 ] ) I . | 1 | 1 1
T == ===
s 534 e — — 43234 53234
L [ —T
=
+—s —t " a1 4
{ -
AN] 1 S I
¢ SSSdan | =am
— — —
L3212 g, ea 212,
D ¥ '_‘L' ii
1 1 1 |6 1 1 ) I | 1 1 A
= | e :
~_7 -~ ~_7 10 10
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™~ e RS G e
O 1. - ==
Db major W ‘ : ;
d——d—d—i—c—.H S———- @ —
Des dur 1 3 5 3 |1 t 21 3% 381
Réb majeur L1 3 1 1 2 1.3 2 3 1
Reb mayor " P ni Sa—
. ] Il ] # 1 -
— e
N <3 . 3 )
N ~2 ~ 2 \42,/
5 N 5 N
'_‘9 ||l7lh .
F at B 1.7 ’
o ® [ @ [
1 32-?- g 1 @ 12132-?23 1 - 1
1 32123 1 121321 23 1
L\: 1.1
> VDlh I T T I 1 1 | | 1 [
vV ' 1 1
\5'/ Q/
5 5
L 1 4341 1214341 _F[ =ﬁ=
1
) VVLV‘ 1 r z o L 4 o 4 4 I 4 t
J LS qdzd'*l P g 1‘162641
32 32 3 5 32 5
Ei 54 2 3 3 5]
9 O 5—
—J* 21 T 1 iy S S |
'ﬁRTVJ I | [ | 1 1
g & >~
1 4349 1{74341 1 432343 12143234 1 &
/7\ /_7\ 10 10
: —— —
H 1. %Hg - 1
/AR 1 | ]
? o 7
o +—=% 1 £—+t 1414521 % 1 .
7~ 7~ 10 10
S— = e == =
)y T T 11 I 11 1 T 1 T T 1
4[;}["! | 1 I
1 P
1 4 4 1 1914821 4,1 ® 1
=h =h 3 3
o4 1 4341 121434
. i t o
D major S W — f
D dur e 1 33231 12135953 =
etc. 3 3 5 8_  etc.
Ré majeur = NS A = g
" — 1 4341 43 4
Re mayor (> Do f .
_,L__'&_‘_ﬁ; I 11 N S S — —
1 3231 121 ﬁﬁ—ﬁ
L N Gz Z

The positions for the 1.h.
inthe scales of G, D,A and F
major have been chosen in ac-
cordance with the fingerings
advocated in the Chapter: Vir-
tuosity of the Scales”

20934

Die Stellungen fur diel. 1.,
in den Tonleitern von G D, 4 und
Fdur, sind nach den Finger-
satzen gewahit wordenyelche
im Kapitel:“Virtuositat der
Tonleitern” anempfohlen sind.

Les positions pour la m.g.
dans les gammes de SoZ, Zé,
Za et Fa majeur ont été chois
ies daprés les doigtés recom
mandés dans le Chapitre:

gy, o’
Virtuosite des Gammes.’

Las posiciones parala m.1iz.,
enlasescalasdeSol Re, Lay Fa
wayor, han sido elegidas con-
Jorme a las digitaciones re-
comendadas en €l Capitulo in-
titulado: “Virtuosidad en las
FEscalas’



Eb major
£s dur
Mib majeur
Mib mayor

F major
F dur

Fa majeur
Fa mayor

G major

G dur

'Sol majeur
8ol mayor

A major
A dur

La majeur
La mayor

20934

o~ g 34 1 +
TR 3 P eogp®etc
PR ) , ﬁ =
7 Llr)( F _F +—4 o4 tete: . Ihnet o
%ﬂ" s o E major oy -
i
—J-‘ LS 3 z 3 p g o A V7Y 2]
1 3% 3lete F dur [Y) ~=
c? . . /5}\
3 Mi majeur 2 epamprna
22 0., 11'41(3“3 i L — 434
s 1—s—=3-4ete; '?— T Mayor YO 204 -
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e . 2
7 Lab majeur 3
— L 9 x
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pE30401 R m
i . e . Gy
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"y — 4 34 ° ete, ] —
e B dur ~=Z~ 3
—~ . . ~
B S Sib majeur {3 33 1 etc ;
4 = - L 434 1ete Slb mayor y YIS 2 +—45—44—etc:
-1 > Y 1
o« # T [ @ I o —
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NG ks
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1 3 9 3 1 ete. 1=
y S 5 o Iji“
. | a0 b ERAD Y 1
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____J
H dur 3
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Original exercises, ex - Originaliibungen, ei - Exercices originaux, Ejercicios originales,
pressly written for this work, | gens  filr dieses Werk | écrits expressément pour | escritos especialmente para
by geschrieben, von cette oeuvre, par esta obra, por

EMIL von SAUER
L = = 4= -
D e B i - i oo~ ~— 1
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Original exercises, ex- Originaliibungen, eigens Exercices originaux, éerits Ejercicios originales,

pressly written for thiswork, | f%7r dieses erk geschrieben, expressément pour cette eseritos especialmente para
by von oeuvre, par esta obra, por

LEOPOLD GODOWSKY

Lento - Moderato _ Allegro (4.J.)

m.d.

= = e b 4 TEr —_——
e P71 1 T &g - ntie t t 1 ) t
*1 545 585 1 5@ ' *'5 45 b - 1 *
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Original

expressly written for this

work, by

Although essentially an
exercise for the
and as such highly bene-
ficial the following is al-
so of service for the ex -
tension and flexibility of
the hands.(d4.J.)

exercises,

Originalicbungen,

eigens fur dieses

geschrieben, von

thumbs

Werk

RUDOLF

Obgleick die folgende
Ubung vor allem Sir den
Daumen bestimmt ist und
im hoken Grade Nutzen
bringt, so bildet sie awuch
die Hand aus tn DBezug
auf deren Streckung und
Biegsamkeit, (A4.J.)

Exercices origi -
naux, ecrits expressé-
ment pour cette oeuvre,
par

GANZ

Bien que 1’exercice
suivant ait éte  ecrit
principalement pour les
pouces, et que, comme
tel, il soit dune grande
utilite, il sert aussi pour
donner l’extension et la
flexibilité anx mains.

Ejercicios origi -
nales, escritos especial-
mente para esta obra,

por

Aunque el  ejercicio
siguiente haya sido ideado
principalmente para los
pulgares, y como tal es su -
mamente provechoso, es
tambien wtil para dar ez-
tension y flexibilidad a

las manos.(A4.J.)

(4.J7.)
1 ?a | Y
¢ 4 T=5E ) aan =
I 1 "i i 4 4 i R . v
Tgigig,glfi 213 131313 gszmzle
) 4 l | b1 - L
77 I - L1 17 { g
T 0
‘
% J 4 1 e Z T —
15 g stmile 13 g simile
)« g, E g
P 2V ——— o 7 0 s
oy o 2 - * s P o] e
r 0 " T
Q) 4 1 é 1 4 X 5
13" 2 = 3 == ]
semile
I
4 . ) 0y l|li Lﬁ '-'- L] '-P-
n N > . 71 IJU L] . [ ° '.'_._ [ :
P 4 ~
T+
e - E % T 243 =
sitmile
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Original exercises,
expressly written for
this work, by

These cleverly con -
ceived thumb exercises
develop also the flexi -
bility of the whole hand.

Originaliibungen,
eigens fir dieses Werk
geschrieben, von

ALFRED

Diese geschickt aus -
gedachten Daumenitbun-
gen entwickeln auch die

/}elehk{gkez't der ganzsen

Exercices originaux,
écrits expressément pour
cette oeuvre, par

CORTOT

Ces exercices de pou-
ces, fort ingénieux, de -
veloppent aussi la flexi-
bilité de toute la main.

Ejercicios originales,
escritos especialmente
para esta obra, por

Zstos ingentosos ejer-
cicios de pulgares tam -
bien desarrollan la flexi-
bilidad de toda la mano.

(A.J) Hand. (4.J.) (4.J7.)
m.d. 3131 3131 3131 3131 3 131 3131 3131 3131
| —— e e B . "t — | — fep——— ———
No1 - — 0 e — ot
7. 7. 7. 7. 7. '/. 7. 7.
% 4 b 4 A 4 5 4
g 1 Simile — — -
== — b
: e EoE s aae sEsTess e
* > .Kq M‘* by [ A Qe - i\ .{o‘ >
7. 7. ﬁ‘a 7. Ld / ﬁ / V 7 ﬂ 7
2 szmde

:f == | —_;_ i J?_* =i —— ===—ﬂ
| D R — .: » ; .
O TP P YT VA /S AR
4 =5 A —: — | ———| l==
2 ﬁk./ e — '"'/7' = 7
suplivepipupl rpapMipaplivaplipe
Lo fiebe / i 18 |
o ﬂ“/' —F — o 7 a —r 7 —=
7 j —| ]bg__ —_ _1 #w—u— p———
] S — e —a—— | oL S—— o - :
\Ql)ll | | '/JI VA A z | | | 'Vl 7 A— / VA VA

20934




E./ 4 4 2 4 4
* . b . . . . . K
] ég./w'- N7 'J!./o R |7 7 .f Yy h'/
m.S . I . :1 *gf‘gjf ‘Eﬁ 1 i =é::éﬂ
831813 18138 1313 131 3oL 3L3 ISl 3Tl T3
2 simile
TP 7, T y 47" - - v
¥ - > fo s Lo 1 ] :
4 0 T JI | 0 D) 1 1 °
3 1 simile
e 7 v v v q!“V Ny . 7
‘e‘. i . = '— L . . - P .
," E < /] 0 0 P 1 '_— ! l' i [
=] et f————p———
SSYP\ A b & v DAV YA 7 VA
o o | . SR | B i R #&F&'ﬂﬂ
= : s—— ! —
—— —
. 4 7. hu- e h-u Ih } 7' - hq- oG \7'

i" o[l 0 o DT 1 0
-~ m—— T — Tt b'jfjib —T :
Sy === ===p

\ §u- A oo (VX N oo . § e ANese e hese
&) L o LA N 7 L N_L 1 T i N7 VA IN\W
e | En- L 1 ! 3 | O . — :
— ""=f= = — A=
25 2855 2 5 2 5 2 525 25 Stmile
e e = — | |
e _1_ B 1Nl
NO2 b ALt o
I — ' . — etc
1 4 1 4 1 4 1 4 Stmile
1 4 1__4 1 4 1 4 simile
zz‘..s. e . Vb . lﬁb ! . i N . etc.
hal O | 1D o ey .
P |5 ] 1 2 ——% :#?FJ . E}F' ! : s :
—— e e —— = mig=
25 2 525 2 6 2 5 5 £® 5 25 stmile
5 5 5 stmile
4 1 4 1 4 1
m.d. B, . ‘ | —| — 1 .
NO3 s :
N l — FE----' [ oo
. 4 . l
2 38 4 2 3 4 9o 3 stmile
P 4 3o 4 23 & Simile
m.s. & r — [—
5‘- .H M ‘7 1
O : { ; - .
~ B—— — i tt i :
5 5 5 stmile

20934




65

Finger Exercises

Fingerubungen

P
=

Exercices de Doigts

e
Sl

Ejercicios de Dedos

o G
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Finger Exercises

They should be practised,

as a general rule,in a mod -
erate tempo, sonorously, with
a vigorous touch and fingerns
that are well lifted. But one
should not neglect playing
them a number of times
softly, taking care that
the tone remains clear and
agreeable, and that no notes
are dropped through play-
ing too softly.

The following cxercise is
beneficial for the strength,
independence and evenness

of the fingers. It should,
like all other exercises, be
conscientiously played in

wll keys. Disregarding this
advice makes it impossible
to gain that technical mas-
tery which results only from
complete control of the given
material. Better one exercise
in all keys than three ex-
ercises in one key.

Finger exercises should,
finally, be practised with
all dynamic gradations in
legato and staccato, inclu-
ding<>and with various
rhythms (see page 179) in
Andante,Moderato, Allegro,
Presto.

(u‘ =126-138)

Fingeribungen

Nach alligemeiner Regel
sollen dieselben in einem md-
ssigen Tempo und jforte, mit
kraftigem Anschlag und gut
gehobenen Fingern gespielt
werden. Man wunterliasse
aber nicht, sie Ofters awuch
leise zu spiclen, wobei je -
dock auf einen guten, kla -
‘ren Ton und auck darawf
geachtet werden imuss, dass
keine Note durch allzu leises
Spiel verioren geke.

Die folgende L';éung wirkt
ungemein ginstig auf Kraft,
Unabhingigkeil und FEben -
mdssighkeitsenifultung der
Finger. Dieselbe, wie alle fol-
genden L';bungan,gelw man
gewissenhaft in allenTonar-
ten durckh; wer das wunter-
lasst, verwirft die Miglich -
keit, jene technische Herr-
schaft zu eriangen,die zur
Beherrschung des gegebenen
Materials erforderiich ist.
Man spiele liebereine ﬁbung
in allen Tonarten, als drei
ﬁbungen in einer einzigen,

Fingeriibungen sollien sch-
liesslich mit allern dynamis-
chen Abstufungern im legato
und staccato einbegriffern <>
und mit verschiedenem Rhyt-

mus(siche Seite 179) in Andante) (yoir
Mod?0, AlL9und Presto geiibt werden.

Exercices de doigts

On doit les étudier, en
regle générale, dans un
mouvement modéré, forte,
avec un toucher vigourcux
et en levant bien les doigts.
Cependant, il ne faut pas
négliger dec les jouer sou-
vent piano, et on aura alors
soin de produire un son de
bonne qualité, clair, et
aussi de ne pas rater de
notes en jouant trop douce-
ment.

L’exercice suivant pro -
duit dexcellents résultats
quant & la force, l'indépen-
dance et 1’égalité des doigts.
I1 faut le jouer, comme
tous les exercices, dans tous
les tons. Celui qui néglige
ce conseil rejete, sciem -
ment, la possibilité dob-
tenir cette techniquc souve-
raine qui est le résultat de
la maitrise de la matiére
donnée. Mieux vaut un ex-
ercice dans tous les tons
que trois exercices dans un
seul ton,

On étudiera en outre les ex-
ercices de doigts avec toutes
les gradations dynamiques,en
légato et staccatoy compris<
=>et avec différents rythmes

age 179 en Andante Modt®
egro, Presto.

Ejercicios de dedos

Se deben estudiar, por
regle general, en un movi -
miento wmoderado, Juerte,
Y
levantando bien los dedos.
Por otro lado, no lay
que descuidar tocarios a
menudo piano, cultivando
entonces un sonidode buena
calidad y claro,y sin perder

con “toucher” vigoroso

notas por locar demasiado
suave.
£l ejerciciv siguiente

produce excelentes resultados
en cuantv a la fuerza, in -
dependencie e igualdad de
los dedos. Se tocara, ast
como hay que hncerio con
todos los ejereicios,entodos
los tonos. 4l que. descuide
este consejo, perdera la
posibilidad de adquiriresa
técnica soberana que es el
resultado del dominio com-
pleto svbre el material
dado. Mas vale un gjercicio
en todos los tonos, que tres
ejercicios en un fono solo.

Se estudiaran los ejercicios
de dedos también con todas
las gradaciones dinamicas,
en legatu y staccalo,incluso
<>y con diferenies ritmos
Wéase pigina 179) en Andante,
Moderato,dllegro, Presto.
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All the exercises given
here are “advanced work”
and it is taken for granted
that the student already has
practised the easier, more
usual forms. The following
two, three, four and five
finger exercises are of spe-
cial value for giving strength
to the fingers. Practise
them first in a moderate
tempo with vigarous accents
which are to be given chief-
Iy with the fingers, but al-
so to some extent with the
arm. Later practise them
faster, keeping up the force-
ful accents.The hands should
glide along gently but not
stiffly.

Alle hier angegebenen [-
bungen sind “hihere Studien”
dass
der Studierende bereits die
leickteren, wblichen Formen

und ich setze voraus,

kennt. Folgende zwei, drei,
vier wund finf Fingeri -
bungen sind von grosstem
Wert, um Kraft in den Fin.
gern zu erlangen. Man iibe
sie zuerst in mdassigem Tem-
po, mit kriftigen Akzenten,
welche hauptsachiich  mit
den Fingern,aber auch etwas
mit dem Arm auszufiihren
sind. Spdter wbe man sie
schneller, aber beachte auch
dabei die kriftigen Akzente.
Die Hinde mussen ohne Steif-
heit, rukig dahingleiten.

Tous les exercices donnés
ici sont dun ordre “avancé”
et il est entendu que 1éléve
connait deja les formes
plus faciles et courantes.
Les exercices suivants de
deux, trois, quatre et cing
notes sont du plus grand
secours pour donner la
force aux doigts. Etudiez-
les d’abord dans un mouve -
ment modéré, avec des ac-
cents vigoureux, donnés sur-
tout des doigts mais aussi
un peu du bras. Plus tard
jouez-les plus vite, mais
en gardant une vigoureuse
accentuation. Les mains
doivent se déplacer avec
tranquillité et sans raideur.

Todos lus ejercicios dados
aqui son de un orden“avan -
zado” y queda sobrentendido
que el diseipulo ya conoce
las formas mas faciles y
corrientes. Los ejercicios
stguientes de dos,tres,cuatro
Y cinco dedos, son muy e¢ft -
caces para dar fuerza a lus
dedos. Estudiense primer-
amente én un movimiento
moderado, con acentos vi -
gorosos,dados sobretodo con
los dedos, pero también algo
con €l brazo. Mas tarde se
tocara mas aprisa,cuidando
de conservar el vigor de los
acentos. Las manos deben mo-
verse con tranquilidad y sin
rigides.

m.d. (& =76-100) 5 5 5 o4
A 4 5 4 5 & 5 > = =4 >4 o
: —
N02 E . )i 7
- ) [ 4 — [> = >~ .S L o
- ~——7
m.s. due ‘5/45/4 =% = = = 45 & 5 4 ° S
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. 4 4
5 4 5 4 > = _=5_>5 >5
D = = —=
~— = —
Y >S5 > = = 4 5 4 g 4 > T T e
4 - 4 =
5 5
fH & 54 54 5 > > Fr =5 >a 2 —
1 |
= e s
— | e L -
~, =" = =
=% =4 = * = = 45 4 5 4 g > = =
5 5 5
4 4
=
545 4 mm > = o> 458 S e
! 1 1 e
T 1
* el -7 5 4 5 4 = = >
4 4
A 3 4 3 4 3 4 = = > =3 >3 =3
1 gy T [ | — T
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~ =73 >3 = = 3 4 3 & 4 S_/
=3 ; 2
4

20934




69

; 3 3
4 3 4 3 4 3 —— e > > > 4 _ > 4 = 4
| & Tﬂ - !
=5
>4\_/>4\/>4"> — 3 3 o
3 3 3 4 4 3 >
4
3 4 3 4 3 4 = 4 4
' |l T N —
% —I'L T " A — i i’ y —— =
4>34 Z 4 3 4 3 4 3 4 =
3
5 g 4 3 > >4 > 4
n4 3 ~ ~ >-/!—\ —= E—C >4
_’{ ; 1 ! -
— & f — — -
3>4s>4 ; * ' 3 4 3 4 3 >
3
: 3 . 3
2 3 2 3 2 —~ >I >/“ 2—\2>2
: = - - ™ ——

=2 2 3 2 3 =
3
R 2
=3 >
» ~
i 1 — L
: e —— —— — P~ S —
v > 35— = 3 = == 2 3 2 2 =
2 2 3
2 3 2 3 3> 2 3
: = =
/. == = > >, T o L u
SR rpaEE .y l | =
—— —— ' —]
¢ "2 = 2 = 2 2 3 5, 3 =
3 3 3
2 -~ 3 %
3 = ' s
P2 et = = > = T e ey o
L 1 ~ ]
1 — —— e e e
J = /= 3 = 2 3 =2
2 2
2 2 1 2 > = 2402 2
L 1 > =~ > =0 T =N =41 =1
— : = —_=:=:E—
J "7 =1 =1 1 2 4 o 1 2 =
2 2 R
1 = 2 1>- 5
2 2 -~ 4 5 4 &
1 ~ — = =5 U gL < 2 =
e ,\:ﬁ ﬁ 1
i o — — §.&.&t kg1 — @
# i—  — —| ] P
e > 5 > R e = 1 2 1 T =4 > 4 etc.
1 1 5 5
This sequenre of fin - Die Reilewfolge der On changera souvent Se cambiara a menudn
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After all the keys have
been played through, re -
peatedly,with one fingering
one may retain this exer -
cise for regular praetise us-
ing it in the following man-
ner: the first four
with 2%

543 °
keys with

keys
the next four
2242, and the
last four keys with sy .
This sequence should be re-

versed frequently.

Nuchdem alle Tonarten
mit jedem einzelnen Finger-
satz wiederholt durchgespielt
worden sind, kann man als
gewbhnlickes Studium in fol-

gender Weise uben: Die er-
345
543
die machsten vier Tonarten

sten vier Tonarten mit

., 234 .

mit oo und die let:;en
. . 1

vier Tonarten mit 321

Diese Reihenfolge soll ifters

gewechselt werden.

Aprés que tous les tons Despues de haber tocado

ont été joués et rejoués | repetidas veces todos los

avec un seul doigté onpour-| zonos con una sola digi -

tacion, se puede

ra garder cet exercice pour conservar
I’étude habituelle de la fa- | este ejercicio para el estudio
con suivante: les quatre | Zabitual de la manera sig-
premiers tons avec gzg 5 | uiente: los cuatro primeros
les quatre tons suivants | fonos con g";g, los cuatro
avee i;: ; les quatre der- | fonos siguientes,con Z;i H
niers tons avec ;22 . On | los cuatro uitimos tonos,
changera souvent cet ordre, | con .1;32 . Se cambiara este

orden a menudo.

1 2 38 1 2 3
m.d. 2 83 4 2 38 4
8 4 5 3 4 5 e p—— =~
0 $ {f I | 1 — '_E.._'_F__
N_3 4 o — — st —1 —_— |
Y ¢ = - = = > o
m.S. due =
T 5 4 3 b 4 3
ottave bassa 4 3 2 42 3 2
3 2 1 3 2 1
321321 1 23123
43 2432 234234
5>435>43 m 3458345 - — - -
E? — ! ! | I
¢ ! 1 4[’_ t
® 345845 = = =2 se e T = = > =
534234 5 43543
53153 432432
321321
griazt 123123
O, 345345 .___Hj?'ﬁ > >
| | I 1 1
T | | = == ezl
[ - > = = . > = T T —
845345 = > T iTs4s
23 4234
153123 432432
321321
3 2 1 3 2 1
4 3 2 4 3 2
b 4 3>,5 4 3
R ) - .1
— T %‘——%ﬁ 2. b
PQ:LM%‘,: ==== SE==== = _cies
= e = =
3 4 5 3 4 b = = > ">[
2 3 4 2 3 4
1 2 3 1 2 3
1 2 3 1 2 3
2 3 4 2 3 4
A | 3 45 3 4 5 — etc. Through all the keys
2 i!. ﬁ_ ! Durch alle Tonarten
£ an WA /2 =1 Dans tous les tons
s~ 14 i.
[y —® = - = Zn todos los tonos
b 4 3 5 4 3
4 3 2 4 8 2
3 21 38 2 1
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N

v

1 1 1l i

- -~ e =
v
1 1 1
= & o .}—cL-iﬁii} I = — 2 bﬁb
= = =T Ttveee
1
sSesae o E___=———c1u
= > S S T T
12131213
AR L P
. L 5
=  g= = L, &4 B5453

%é

A1l the keys should be

practiced at least once with
each fingering. For regular

practice take the first
5453; the
3435

ext fou ith #3%2,
n r keys w 33227

with

four keys with

the last four keys

3231
1218°
often.

Change this order

20934

Alle Tonarten miissen
wenigstens ernmal mit je -
dem Fingersatz geiibt wer-
den. Fir gewohnliches Uben

die ersten vier Tonarien

mit 39483 . gie nichsten
3435 349

. L4 .

vier Tonarien mit 5357

die letzten vier Tonarten

3231 Man
1213

ofters diese Reithenfolge.

mit wechsle

11 faut avoir joué tous
les tons au moins une fois
avec chaque doigte. Pour
le travail habituel prenez
les quatre premiers tons avec
5453 ; les quatre tons sui-
3435 ,
vants avec £3%2 : les quatre

2324

derniers tons avec 3231

1213°
On changera souvent cet

ordre.

etc
= =~ =~ N
[ L &
T

34383435 > >
f g f 42324 545 3

31213 4%%?

3

Hay gque haber tocado

todos [os tonos una VEés,

por lo menos, con cada

digitacion; para 6 estudio

habitual tomense los cuatlro
5453 .
33857
los cualro tonos Siguien -

pPrimeros tonos con

4342 . 705 cuatro
2324
8231

(ltimos tonos, con .
wltim s 1513

Cambiese a menudo el or -

tes, con

den.
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Practise in the same
manner as N© 3. All keys
are to be played at first,
and repeatedly, with one
fingering; later for regu-
lar practise,take the first
6 keys with the lower and
the next 6 keys with the
upper fingering.

(J = 84 -138)

Man ube in derselden
Weise wie Nr. 3 Alle Ton-
arten Sollen erst mit einem
Fingersats wiederholt ge -
spielt werden; fiir gewohnliches
Uben spiele man dann die
ersten 6 Tonarten mit demn
uniteren und die letzten 6
Tonarten mit dem oberen
Fingersatz.

Se estudiara de lamisma
manera que el No. 3 Primera -

A etudier de la méme
facon que le N9 3. Dabord
tous les tons se joueront,
plusieurs fois, avee un mé-
‘me doigteé; plustard, pour
I’étude habituelle prenez
les 6 premiers tons avec
le doigté inférieur et les
6 derniers tons avec le
doigté supérieur.

mente se tocaran todos los
tonos, repetidas veces, con
una misma .digitacion; luego,
para el estudio habitual se
tomaran los primeros 6 to-
nos con la digitacion in-
 Jerior y los 6 ultimos tonos
con la digitacion superior.

1 2 3 4 1 2 3 4
md. %3 45 2 38 45
I
— -
NOo 5 — ! e e e F iEliiE‘ =
m.s.due 5 4 3 9 5 5 3 2 ﬁ
ottave bassa 23 21 43 21
4 3 2 1 4 3 2 1
O 5 4 3 2 5 4 3 2 p— [
+—1 ' || N2 0Y
12 — —1 i ] EQ_'ﬁ_. "—.E‘I—JLC 1 L
E 4
2 3 4 5 2 3 4 5
1 2 341 2 3 4
1 2 3 4 1 2 38 4
2 3 45 2 3 4 5
ﬁ; p— etc. Through all the keys
; m— - Durch alle Tonarten
D j——ozr‘ Dans tous les tons
D 5 4 3 2 5 4 3 2 En todns (08 tongs
4 3 21 43 2 1
4 3423 231 43423231
A 545 34342 54534342 W
P
#——:ﬁ ! ! I
No52 o e e ESE T
.‘I.
m.s. due 23243435 23243435
oltave bassa 1 21 3 2 3 2 4 1 21323 24
1 21 3 23 24 12132324
2 3243435 2324343656
£ P P ol [ ool ol
..
11 ] ]
———=— = = = e ——
5 46 3 43 42 b 46 3 43 4 2
4 3 4 23231 434232231
n S |
i
[ ; — & ] {I 41{“‘-;[}[';"1
1T @ - @
Y —
4 3 423231 43423231
A 5453 4342 b 45343642 eto. Through all the keys
[
—+.r-b, = t } Durch alle Tonarten
[ V) 1 { It 1
= & [ == Dans tous les tons
) 23243435 232434283°H5 £En todos los tonos
1 21 3232412132324
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545456 121323243435645465
p—

12132324343

No5b 3 e 5
T e 1 1 2372121
mbs 'g‘4634342323 212 545343423 3
due ottave bassa

5483434532312121084063434232312121

1 1 1 N i - %1 —T
AN P— —
y .--—

121323 4343545451213232434354545

| . [
1 1 1 1 [ 1 P I 1 I L1

4 3 5 4 5 4 5
1 2 1+ 3 2 3 2 & 3 etc. Through all the keys

[ p—
4D —1 o Durch alle Tonarten
44 4 y = H Dans tous les tons
) 5 4 5 3 4 3 4 2 3 % 3 2 1 2 En todos los tomocs
wud.fifi— = =
—
ﬁ—!ﬁ' I3
NQ 59 T e .
e 4747356 B &
21292 4 24T35 Y !
[ P
== SEo————= =
1le ) 1V
At 1
2 1 2He? 4 54 3674 b4 35212#¢21 21292 4 36 4 36 5 15% 971
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L | : 1

ns. SIP

T t | t — 1
: 1 Y L
No 5d BLs ' 1
T1212 989 304flgs 85212 18 1 |t o0 ig's 464 56
6 21212 212 12 1
—— ol
. . 1 P W "'_
g - ] S I e e
——— — Rt AN ——— | 454 8 54 5 30 s
2 12 12 5 212 121 21212 2 12 1
} N \ etc.
: -
= F | e e
»
35 4 6 35 4 5 3 5
2 12 12 6 2 12 1 2121 2
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For the third finger. | Fir den dritten Finger. |  Pour le troisiéme doigt. |  Para el tercer dedo.
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Chromatic finger exer-
cises.

They are of special worth
in the development of a vir-
tuoso technie, for they not
only give the hand strength,
but flexibility. Tausig was the
first to develop these chro-
matic exercises in avirtuoso
sense. The following exer -
cises have, as a special feut-
ure, the consistent working
out of the accents. In con-
junction with these exer-
cises one should practise
those given in the section
marked “For flexibility of

sammenhang

the hand.”

Chromatische Finger-
Ubungen.

Sie sind von ganz beson-
derem Wert fur die Ausbil -
aqung einer virtuwosenhafien
Technik, denn sie verleihen
der Hand wnicht allein Kraft,
sondern auch Gelenkigkeit.
Tausig war wohl der erste,
der sie im virtuosen Sinne
ausgearbeitet hat. Folgende
ﬁbungen zeichnen sichdurch
die consequente Ausnutzung
der Akzente aus. Im Zu -
mit diesen
chromatischen Zfbungen sind
die Ubungen “‘fiir Gelenkig-
keit der Hand’ awfzunehmen.

Exercices Chromatiques
de doigts.

Ils sont d’une valeurspé-
ciale pour le développement
d’une technique de virtuose,
car ils donnent a la main,
non seulement la force, mais
aussi la flexibilité. Tausig
a été le premier & dévelop-
per les exercices chroma -
tiques dans le sens de la
virtuosité. Les exercices
suivants ont comme carac -
téristique 1’emploi, logique-

ment développé, des accents,

On prendra, avec les exer-
cices suivants, ceux qui se
trouvent sous la rubrique
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Ejercicios cromaticos
de dedos.

Son de gran utilidad pare
el desarrollo de una técnica
de “virtuvso)’ pues dan a la
mano, no solo fuerza, s$ino
Slexibitidad. Tausig fué el
Primero en desarroliar estos
ejercicios en el sentido de
la virtuosidad. Los gjercicios
siguientes se caracterizan
por el empleo, desarrollado
consistentemente, de los acen ~
tos. Juntuv con estos ejercicius,
se tomaran los que se en -
cuentran en la seceion titu-
lada “Para la flexibilidad
de la mano.”
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“Pour la souplesse de la
\ muin.’
533 333
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_Repeat with the other finger- Wiederholen, jedoch mit den Répétez avec les autres Repetir con las otras digi-
ings. anderen fFingersatzen. doigtes. taciones.
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Repeat with Zi", an octave Man wiederhole mnit izzf Répétéz avec 222 une oc- Repitase con %34 una oc-
. L1128 .. o 2! . 123
higher, and with _;2)'1’ an oc- | eine Oktave hoker, und mi¢ | tave plus haut, et avec —i—%f tavn mas alta,y congsiuna
tave lower. ig;’ erne Oktave tiefer. une octave plus bas. octave mas baja.
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For other chromatic fin- Fiir andere chromatische Pour d’autres exercices Parn otros ejercicios

cromaticos de dedos, vease
" el Capftulo ‘Pilexibilidad de
la mano”

ger exercises see Chupter
“Flexibility of the hand.”

Fingeriibungen siche Abschnitt
“Gelenkigheit der Hand!

chromatiques de doigts voir
le chapitre “Flexibilité de
la main.”

20934



Special exercises
with notes held.

Most of the following
exercises belong more pro-
perly in the chapter of ex-
tensions. Yet I have placed
them here because,as a rule,
the pupils consider exten -
sions a speciality, to be
practised only now and again,
and it is as finger exercises
that the following exercises
give the best results. Using
them, all the sinews and
ligaments of the fingers
and of the hand are stretched
in all directions, and are
made remarkably strong,
supple and active, so that
even after going over all
these exercises once the
hand will feel much strong-

er, more agile and more
flexible.

In many of these ex-
ercises which, be it said
by the way, are very dif-
ficult and ounly suitable
for advanced pupils, there
appears a new feature
which, as far as I know,
has not been mentioned in
any ‘pedagogical work; I
mean the systematic de-
velopment of the generally
neglected, yet valuable
8ide motion and flexibi -
lity of fingers, wrists
and forearms. It plays a
not sufficiently valued
and yet most important
role in the development
and in the maintaining of

virtuoso piano technic.
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Besondere Ubungen
mit gehallenen Nolen.

Die meisten der folgen-
den Ubungen gehiren ei-
gentlick in das Kapitel der
Streckibungen, ick habe
sie jedoch hierhergesetzt.
weil der Schiier Streck -
wbungen im allgemeinern
als etwas besonderes be -
trachtel, das nur lie und
da geibt zw werden braucht.
Gerade aber leisten die ful-
genden Ubungen als Fin-
geriibbungen die vortref
lichsten Dienste, Dwurch
ste werden alle Sehnen und
Bindungen der Finger, so-
wie der Hand, nack allen
Richtungen gestreckt und
auffallend kraftig, geschmei-
dig und beweglich gemacht,
S0 dass die Hand seilbst
schon nach einem ein-
maligem Durchgehen aller
dieser ﬁbungen ganz be -
deutend kréftiger, flinker
und lockerer wird.

Bei vielen dieser Ubun-
gen, die, nebenbei bemerkt,
sehr schwierig und daher
nur fiur vorgeschrittene
Schiiler bestimmt sind, tritt
eine neue Erscheinung zu-
tage, welche nach meinem
Wissen bisher in keinem
pddagogischen Werke erir-
tert wurde.
damit die systematlische
Ausbildung der vielfach
vernachlassigten und doch
so bedeutenden seitlichen
Beweguug, der Geschmeidig-
keit der Finger, Gelenke ,
sowie der Vorderarme. Al
dies spielt eine bis jetst
nicht gebihrend anerkann-
te, dabei aber hichstwich-
tige Rolle zwecks Bntfaltung
und Beibehaltung e¢iner
grossen, virtuosenhaften
Klaviertechnik.

Ieh meine

Exercices spéciaux
avec notes tenues.

La plupart des exercices
suivants devraienten réalité
se trouver dans le chapitre
des extensions. Je les ai
mis ici parceque l'éléve, en
général, consideére les ex-
tensions comme quelque
chose de spécial et qui na
besoin détre étudié que de
temps en temps; or, c’est
justement comme exercices
de doigts que les exercices
suivants donnent les meil -
leurs résultats. Ils ont
pour effet détirer les ten-
dons et les ligaments des
doigts dans tous les sens
et de les rendre remarqua-
blement plus forts, plu's
agiles et plus souples, de
sortc que, méme lorsqu’on
ne les joue qu’une seule
fois, on sent la main plus
forte, plus agile et plus
flexible.

Dans beaucoup de ces
exercices, lesquels, soit dit
en passant, sont tres dif-
ficiles et ne doivent étre
employés que par les é1é -
ves avancés, apparait un
nouveau procédé, lequel,
que je sache, n’a encore
€té mentionné dans aucune
oeuvre pédagogique; je veux
parler de l’éducation sys-
tématique (généralement
négligée et pourtant si
précieuse) du mouvement
lateral et de la flexibilité
latérale, des doigts,des poi-
gnets ct des avant-bras.Ce
mouvement et cette flex -
ibilité latérale jouent un
role insuffisament appré -
cié, et pourtant trés im -
portant, dans lacquisition
et la conservation d'une
grande virtuosité technique
du piano.
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Ejercicios especiales
con notas tenidas.

La mayor parte de (tos
ejercicios siguientes per-
tenecen e¢n realidad al capi-
tulo de las extensiones.
Los he puesto aqui porgue,
en general, el

considera las extensiones

discipulo

como aigo especial, qgue no
se necesita estudiar mas
que de vez en cuando, Yy
Justamente los éejercicios
siguientes dan, como ejer -
cicios de dedosjfos mejores
resultados. Estiran los
tendones y los ligamentos
de los dedos en todos sen-
tidos, y los hacen nota -
blemente mas fuertes, mas
agiles y mas flexibles, de
suerte que aur cuando no
se ¢jecutan mas que una
sola vez todos estos éejer -
cicios, se siente la mano
mas fuerte, ligera y agil.
En muchos de eastos
ejercicios, los cuales, sea
dicko de paso, son muy
dificiles y solamente des-
tinados a discipulos avan-
zados, aparece un nNUEVO
wrocedimiento, el cual, que
yo sepa, no ke sido aun
mencionado en ninguna
obra pedagigica: me refiero
a la educacidon sistematica
(en general descuidada y
sin embargo de tanto valor)
del movimiento lateral
y de la flexibilidad lateral
de los dedos,de la murieca
y del antebrazo. Este movi-
miento y esta flezxibilidad
laterat ejercen influencia
no bastante apreciada y,
sin embargo, muy impor-
tante, en el desarrollio y
conservacién de una gran
virtuosidad técnica en la
ejecucion pianistica.
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The notes between paren-
thesis should only be prac-
tised by hands large enough,
or well developed.

Die zwischen Klammern
geschriebenen Noten sollenneer
von grossen, oder gul ausge-
dehnten Hdanden geiibt werden,

Les notes entre paren -
théses ne doivent étre ¢ -
tudiées que par des mains
assez grandes, ou bien dé-
veloppées.
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Las notas entre paréntesis
no se deben estudiar si las
manos no son bastante gran-
des, o bien desarrolladas.
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Be sure that the fingers
which hold the whole netes
keep the keys well down and
do not let them rise. Small
hands should not strive to
keep the whole note mark -
ed in a parenthesis.

Man sorgc dafiur, dass
dic Finger, welche die gan-
zen Noten zu halten haben,
die Tasten gut eingedriickt
halten wund dieselben nicht
wieder aufkommen [assen.
Kleinere Hande sollen die
zwischen Klammern ste -

Faites attention a ce que
les doigts qui doivent tenir
les rondes gardent les touch-
es enfoncées et ne les lais -
sent pas remonterles mains
trop petites ne doivent pas
essayer de garder la. ronde
entre parenthese.

Cuidese de que los dedos
que tienen que sosterer las
redondas guarden las teclas
hundidas y no dejen gque
estas vuelvan a subir. Las
manos demasiado pequerias
no deben tratar de guardar
la redonda que se halla en-

hende ganze Note nicht tre paréntesis.
Jesthalten.
Jd-92-96
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The square notes should Die Quadratnoten  sind Les notes carrées doi - Hundanse silenciosamente
be pressed down silently. | fonlos einzudriicken. Gut | vent étre enfoncéessilent- | las nofas cuadradas. Bueno
Good for speed and side | fiir Schnelligkeit und seit- | ieusement. Bon pour la vi- | para la rapidez y movimi -
motion of the 5th finger. liche Bewegung des fiinften | tesse et le mouvement la- | enfo lateral del 59 dedo.

Fingers. téraldu 5me doigt.

Presto (5:132-152)
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Side motion of the 4th Seitliche Bewegung des Mouvement latéral du Movimiento lateral del
finger. 4ten Fingers. 4 me doigt. 49 dedo,
Moderato (J =84) a
5
At . . . .,5,5 1 e p ot | o 4545
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Side motion of the Seitliche Bewegung des Mouvement lateral du Movimiento lateral del
thumb. Dawmens. pouce. pulgar.
Allegretto (d = 96-120)
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Side motion of 4th and Seitliche Bewegung des Mouvement latéral du | Movimiento lateral del
65 th fingers. 4ten und des Sten Fingers, | 4me et 5me doigt. 40 y del 69 dedo.
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Side motion of the ‘ Seitliche Bewegung des

l Mouvement latéral du

Movemiento lateral del

2nd finger. 2ten Fingers. 2me doigt. 20 dedo.
m. d.
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Exercises for strengthen-
ing the individual fingers,
for evenness of touch, and
as a preparation for the
acquisition of the “singing”
tone.

Ubungen zur Kraftigung
der einzelnen Finger, Kben -
massigkeit des Anschlages,
und als Vorbereitung zur
Eriangung des “singenden’”
Tones.

Exercices pour fortifier
les doigts, pour 16galité du
toucher et comme prépar-
ation pour l’aequisition du
“son chantant”’

Fjercicios para dar fuer-
za a los dedos, para igual-
dad del “‘toucher’y como pre-
paracion para (o adquisi -
cion del‘“‘sonido cantante’’
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Exercises in
diminished seventh.

With these I am includ-
ing only such as are effect-
ive beyond question; but
hundreds can be devised,
as is proved by the spec-
ial books by I. Philipp and
Edward Mac Dowell.

In all these exercises
I.h. plays two octaves
lower. Legato  and p,
finger staccato / and p.

Ubungen in
verminderten Septimen.

Ieh bringe hier nur solcke,
die
kung sind; es konnen aber
hunderte erdacht werden,
wie e€s ja auch die beson -
deren Hefte beweisen, wel-
che I, Prhilipp und K. Mac
Dowell lerausgebrackt ha-

zweifellos von Wir-

ben.

Bei allen diesen Ubun-
gen spielt die I. H. zwei
Oktaven tiefer. Legato J
und P, Finger-staccalo

Jund p.

Exercices de

septiéme diminuée.
Je ne donne ici que
ceux dont la valeur et
leffet ne peuvent étre
mis en doute; mais il
est possible den inventer
des centaines, comme le
prouvent les cahiers spé-
ciaux publiés par I. Phil-
ipp et par E. Mac Dowell.

Dans tous ces exerci -
ces la m.g. jouc deux
octaves plus bas. Légato
J et p, staccato de doigts

J et p.

Ejercicios de
sétima disminuida.

S6lo doy aqui los gue son
de un valor y efecto indis-
pero se les puede
idear por centenares, como
lo prueban los cuadernos

cutibles;

especiales publicados por
I, Prilipp y E. Mac Dow-
eld.

En todos estos ejercicios
la m. iz. toca dos octavas
mas bajo. Legato fy p
y staccato de dedos [y P.
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Exercises for the independence of the fingers
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School of Modern Pianoforte Virtuosity
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Special exercises
for the 4th and the 5th
fingers.

It is not necessary to ex-
plain the need of these ex-
ercises; most fourth and
fifth fingers are weak.

Besondere Ubungen
Jiur den vierten und
Jiinften Finger.

Uber die Wichtigheit die-
ser Ubungen braucht nicht
gesprochen zw werden; jfast
Jeder vierte und [funfte
Finger tst schwack.

Exercices spéciaux
pour le 4me et pme
doigt.

Il n’est guére néces -
saire dexpliquer l'impor -
tance de ces exercices;

plupart des personnes ont
des quatriemes et cinqui -

émes doigts faibles.

la

99

Ejercicios especiales
para el 49y el 59
dedo.

No es necesario explt -
car la tmportancia deé es -
tos ejercicios;lamayor parte
de las personas tienen debiles
los cuartos y quintos dedos.
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For flexibility
of the hand.

Do not let the hand
jump up between groups of 4
32nd notes, but play
smoothly and let the hand
glide along easily. The
thumb should pass ower
the fourth finger with a
side motion;thus, too,the

Fiur Gelenkigkert
dev Hand.

Man springe nicht nack
Jeder Gruppe von vier 3.2stel,
sondern spiele glatt, mit
leichtem Weiterriicken der
Hand., Der Daumen wird
mit seitlicher Rewegung
iiber den vierten Finger
gebracht,ebenso der zwet -

Pour la souplesse
de la main,

Il ne faut pas que la
main saute a chayue groupe
de quatre triple croches;
jouez avec égalité et lais-
sez la main se déplacer a-
vec aisance. Le pouce
doit passer par dessus le
4me doigt,le 2me doigt par

103

Para la flexibilidad
de la mano.

La mano no debe saltar
a cada grupo de cuatro
triple corcheas; toquese
con igualdad y haciendo
que la mano Se mueva c¢on
SJacilidad. Bl pulgar debe
pasar por encima del 40
dedo, el segundo por
encima del guinto, pero
por medio de un movimiento

second finger over the te Fingeriiber den fiinften. | dessus le 5M€mais par un
fifth. mouvement lateral.
lateral.
ub: 112 -152)
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Not too slow and not too Nicht zu langsam und Pas trop lent et pas trop ANo demasiado lento ni
loud. Play with dexterity | nicht zu kraftig. Mt fort. Jouez avec vivacité | demasiado fuerte. Ejecutese
and with a light legato. Slinker Beweglichkeit und et adresse, et employez con vivacidad y destreza,

leichtem legato. un léger légato. empleando un ligero legato.

1

(dI: 92-96)

1 5 4 3 2 1t 5 1 2 3 4 5 o 3 5 .
/) b = | 21——3 2 3
"4 1 1 !
N(‘)?’iﬁ"; | . =T ' b=
I 1) [/3 o ~ X . 1 s
T L2 3 4% 2 15 3 4 iy 3 3

Repeat four times.
Wiederhole viermal.
Répétez quatre fois.
Repitase cuatro veces,

m.Ss. due ottave bassa

3 2 1 1 5 .
— E{._# : — o 3
:p;‘ S U - T t . ? .=
(o = = . =7 = i 4
o - t® e © 4 'y 3 3
1 5 1 5 1 5 o 3 5
3 ! , 2 3 5
) 1 T v T A - i T 1
5 @ . " s
T’e‘/) = ¥ 1 + VS T 1 - Zd 1 . q 5 Vi =
5 1 5 5 5
5
1 5 i 5 1 2 3 5
) %}J ';z'j j = 3 'hr) = 'tﬁ
L] l -1 | 2Y | .
4 . @ t 4 ¥ 2
S 5e—* s i—is % 53— 1
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1l o Q |5 f—
s - o { |
° L 1 "— 9— :
£ e — e ] i ,
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& 5 3 1
5 5
/) = 1 ) 5 o 5
— 5 n L | o ) 3 | ! 2 9 L
> '—I}'TI - i 1 > ——
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————— :
5 1 5 1 5 1t 4 5 3 1 i 5 3 1

5 b 5
—5 ‘b 1 L2 3], )
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Aussi comme “exercice
de repos” apres des ex -
ercices dextension ou
d’octaves.

Also to be recommended Auck als Brholungsiibung”
as a “rest exercise’” after
stretching or octave exer-

cises.

nach Streckungen oder
Oktavenspiel empfehlends-

wert.

2 =104 - 152) 0 - mp
2

3 4 .5

105

Tambien como ‘“ejercicio
de reposo”’ despucs de ejer-
cicios de ewtension o de oc-
tavas.

No 4 ¥ : = = ==
. i | p 4 PR NPV (S —
. I /. Te
{ T q.:#j
% 32 154 32 1 Yo T
5 43 21
m.S. una ofiava bassa
54 3 2 4
PPN Y O
[ TN I SO M .-t
i 1 1 I_J e C
| 2 3 4 5 R o — sl
1 2 383 4 5 5 4 3 21
1 4 1) 3 4 .|5 '_g_
1 -1 .~ &
e - H—
¢ — etc.
5 4 3 2 1
The following four exer- Die vier folgendern U- Les quatre exercices Los cuatro siguientes

ciges complete this collec -
tion of “flexibility’éxercises
which, unfailingly, will give
the industrious, conscien
tious student the desired
elasticity and flexibility
of hand. It is however taken
for granted that the chro-
matic exercises at the be-
ginning of the Chapter of
finger exercises, have been
studied.

suivants completent cette
serie d'exercices de“flex-
ibilite” laquelle ne peut
manquer de donner, a
léleve appliqué et con -
scientieux, 1’élasticité
et la souplesse de main
desirees. Tl est pourtant
sous-entendu que les exer-
cices chromatiques, au
commencement duChapitre
des exercices de doigts,
ony été travaillés.

bungen vervollkommeren
diese Reihe von Geschinvei-
digkeitsiibungen, welche
ganz sicheriich dem flei-
ssigen,. gewissenhaften
Schiler die erwiinschte
Elastizitdt und Biegsam -
keit der Hand verlethen
werden, vorausgesetst,
dass die chromatischen
Ubungen am Anfang des
Kapitels der Fingerubungen
durchgenommen worden
sind.

Lento, Andante, Moderato, Allegro - mp

completarn esta serie de
ejercicios de ‘‘flexibilidad)
la cual seguramente dara
al discipulo trabajador y
concienzudo, la deseada ¢ -
lasticidad y Jleribilidad
de mano. Queda sobrentend? -
do que hatra estudiado untes
los ejercicios cromaticos,
al prineipio del Capitulo
de ejercicivs de dedos.

P 1 2 3 4 5 4 2 1 2 3 4 5 4 2 1
N(.) 5 {e i 1 T T T . _'95‘_" —
X > _u_i_g;, " - = —
[y - o 1% ge 1,
4 5 4 '3 2 4™y 4 3 2 . 4 5
m.s. due ottave ébassa
4 5 4 3 ] 2 1 2 ' 4 5 4 ] 3 L2} 4 ) 4 4 5 |
ry - -
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Finger exercises with
combined legato
and staccato touch
for one hand.

The correct execution
accomplished at the same
time and with one hand of
the two kinds of touch:lega-
to and staccato,presuppos-
es 2 smooth and advanced
tecnic. For interesting
examples see the Chapter:

“Legato - Staccato- Porta-

Fingeriibungen mit

Zleichzeitigem Legato

und Staccatoanschlag
in einey Hand.

Fiir die rz'g:/ztz’ge, gleich-
zeitige Ausfiuhrung der
beiden Anschlagsarten
legato und staccato mit
einer Hand,ist schon eine
ziemlich ausgefeiltefort-
geschrittene Technik er-
Jorderlich. Betreffs in-
teressanter Beispiele neh-

Exercices de doigts avec
combinaison du légato
et du staccato
dans une main .

L’exécution correcte, ac-
. A

complie en méme temps et
avec une main seule, des
deux sortes de toucher:
légato et staccato requie-
rent déjd une technique
bien nivelee et avancee.

Voyez les intéressants ex--

emples dans le Chapitre:

Ejercicios de dedos con
combinaciondel legato
Yy staccalo
en una mano.

La ejecucibén correcta,
en un misSmo tiempoy con
una mano sola, de las dos
clases de‘toucher’legato y
Stacecato-,requiere ya una
técnica muy uniforme y
avanz%da. Veanse los in-
teresantes ejemplos del
Capitulo: Legato-Staccato-

mento.’ me man Einsicht in das | ‘Légato - Staceato-Porta- Portamento’.
Kapitel:'"Legato-Staccato- mento~.
Portamento’
m.d. ! ' :
E L == == | == == 5 2. i
: - . . .« ° 2 3 5 ! o 1 2 o . o 921 2 2 E
No1 : 21231212121 i1 gl :
: : 1) : /"—1\1 :
! 1 Pl 1 2 !
: 1 2 1 : 2 :
- | 2 ! pommm—— | ' ‘| r“'—\ :
m.S.
|
i — 2 T
5 2 35 3 45 435

—o)y— | em— T
H‘—-—
b—: _;T > ""F'
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Finger exercises

with crossing of hands.

The crossing of hands
occurs so otten in piano
playing that it is wise to
prepare,by a certain a-
mount of practice, for the
very awkward passages that
are encountered at times. In
the chapters of diatonic and
chromatic scales as well as
of arpeggios, stress has been
laid on the necessity of
practising such technical
features also with crossed
hands, In addition the
following exercises pos -
sess the merit of greatly
developing the independ -

Fingervubungen
mit Uberkreuzen dev Hinde.

Das Uberkreuzen der Héin-
de kommt beim Klavier-
spiel so raufig vor, dass
es ratsam ist durch einige
ﬁbungen auf solche manch-
mal recht unangenehimne
Stellen vorbereitet zu sein.
In den Kapiteln der dia -
tonischenundchromuatischen
Tonleitern, sowie der Ar -
die
Notwendigkeit betont wor -

peggien, ist bereits
den, diese Gattungen der
Technik auch mit wUber -
kreusten Hinden zu i -
ben. JFolgende ['/'bungen

haben ausserdem den For-

Exercices de doigts
avec croisement de mains,

Le croiscment des

mains a lieu si souvent
dans le jeu du piano qu'il
est bon de se préparer,
par létude, aux passages,
souvent fort désagréables,
qu'on est apte a rencon -
trer. Dans les chapitres
des gammes diatoniques

des

arpeges la necessite a
peg

et chromatiques et

éte démontree de les travail-
ler aussi avec les mains
croisees. Les exercices
suivants ont dailleurs le
mérite de-développer 1'in-

dépendance des doigts.

Ejercicios de dedos
Con Manos cvusadas.

Kl cruzsar las manos

ocurre tan a menudo en

el juego ael pianoque con
viene prepararse, por el

estudio, para los pasajes,
a veces muy incomodos que
se encuentran con frecuen-
cia. En los capitulnsdelas
escalas diatonicas y c¢ro-
maticas, y tamdicr de ar-
pegios, ya quedo demostra-
da la necesidad de ejecutar
estas partes técnicas tam-
bién con las manos cruza -
das. Los ejercicios siguien-
tes poseen ademas el mérito

de desaroliar la indepen -

ence of fingers. Practise teil, duss sie eine grosse Un- | Etudiez les forfe et aussi dencia de los dedos. Se ¢jecu-
them loud, and also soft. wbldngigheit der Finger piano. taran fuerte y taméién
entwickeln, Mun iibe sie piano.
laut und auch leise.
(d = 76 —100)
4 2 — B
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. ~ il o ] —
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For speed and light-
ness of fingers and
flexibility of hand.

The grace notes should be

Fiir Schnelligheit
und Leichtligkeit der
Finger und Geschmei-
digkert dev Hand.

Die Vorschlagsnoten sind

Pour la vitesse et
la 1égéreté des doigts
et la souplesse de la
main.

Les petites notes se

Para la rapidez vy
ligerezade los dedos
Yy flexibilidad de la
mano.

Las notas pequenas se

played as rapidly as poss- | dusserst kurz zu spielen. | joueront aussi vite que tocaran tan aprisa como
ible. possible, sea posible.
NO J1
= 76-92)
A ( nG N 4 4 4 2 2 2 2 4 4 4 4 2 2
R . 5
(— —2 g",'rf"; 3 T t A3 ——5) 2 3 1
16 S ZP’ » NS 1 3 N
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The staccato 8th notes Die Achtelnoten sind nit Les croches staccato, Las corcheas staccato,

to be sharply accented by

kurzem Anschlag scharf

fortement accentuées et

Juertemente acentuadas y

quick lifting. abzustossen. levant vivement la main. levantando rapidamente la
mano.
N9 5 TN
oo LB LB & X
=3~ T o™ ) ] .
) 3 1
% {1 y A— s 174 V (1 ) 1
¢ 1 21~ 2
2 . 3 e
{30
432 3 {“\3
= TN N LS > . . E * E N \ N
g 2343! %"3 E'\ LB, f, .ﬁt——j— 8.5 B s s =
v T s ; 5 X XS Y ] g -
C T} 7 1”4 7 )
ey ) 7 4 Y T 7 )
$32 . 432l 7 174 Y f 3 3 —+7 ¥
Py 3 r r r 4
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n 3 i
54 3 2‘ 5% 4 / 4 4 19 P,
3 keys with 123; 3 with 23 3 Tonarten mit 123; 3 3 tons avec 123; 3 avec 2 3 tonos con 123; & con
4; 3 with 345. mit 234; & mit 345. 34; 3 avec 345. R34; & con 345.

Al small notes, in follow-
ing exercises as rapidly as
possible; the 8th notes ““lift-
ed” quickly with an accent.

Alle kieinen Noten in fol-
genden ﬁbungen dusserst ge-
schwind; die Achtelnoten mit
Aurzem Anschiag scharf ab-

Toutes les petites notes
des exercices suivants aussi
vite que possible et‘enlevez”
rapidement, avec un accent,

TZodas las notas pequernas de
los ejercicios siguientes, tan a-
prisa como sea posible y“le -
vantense” rapidamente, con un
acento, las corcheas staccato.

NO 6 gestossen. les croches staccato. 4321, 432,
/| 21235 3 21234 3 - . - .
o 1 AN 2 Y
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Original exercises,

(independence of the fingers)

expressly written for
this work, by:

These exercises are very
clever and of great effect.
The first two exercises are
to be played legato, six
times in succession, each
time faster: Lento-Andante-
Moderato-Allegretto-Alle-
gro-Presto;thenrepeat in
staccato.

The second exercise of-
fers a splendid opportunity
to acquire mastery over the
simultaneous playing of two
different rhythms.

The third exercise per-
fects the execution, with
one hand alone,of stacca-
to notes, while the same
hand holds, and keeps down,
a key. (A4.J.)

Originalibungen,
(Unabhiingigheit der Fin-
ger) eigens  fir
dieses Werk geschrie-

“ben, von:

LEOPOLD

Diese Ubungen sind du -
sserst sinnreich und vongro-
ssem Effekt. Die beiden
ersten spiele man zuerst
legato und zwar sechsmal
in immer schnellerem
Tempo, wie: Lento-Andante-
Moderatc - Allegretto-Al-
legro - Presto; nachheriibe
man sie auf obige Art stac-
cato.

Die zweite L'fbung ist ein
ausgezgeichnetcs Studium
zur Eriangung der Mei-
sterschayt in der gleich-
zeitigen Ausfiihrung swei-
er verschicdever Rhythmen.

Die dritte dient zur Be-
herrschung des gleichzeiti-
gen Spiels constaccatound
gehaltenen Noteyw mit ei -
ner Hand. (4.J.)

Exercices originaux,
(indépendance des doigts)
écrits expressément
pour cette oeuvre, par:

GODOWSKY

Ces exercices sont tres
ingénieux et d’un grand se-
cours. Les deux premiers
exercices doivent étre é-
tudiés d’zbord Zégato, six
fois de suite et en angment-
ant chaque fois la vitesse:
Lento-Andante-Moderato-
Allegretto-Allegro-Presto:
ensuite on les etudiera,de
la méme fagon, staccato.

Le second exercice offre
une excellente occasion dob-
tenir la maltrise dans le Jjeu
simultané de deux rythmes
différents.

Le troisieme exercice per-
met daffirmer l'exéention,
avec une main seule, de
notes jouées staccato pen-
dant que la meme main sou-

tient une note, cest-a - dire:

garde, enfoncee,une touche.

Ejercicios originales,
(independencia de los

dedos)escrilos espectal-
mente parva esta obra,

por.

Estos ejercicios son Su-
mamente injeniosos y de
excelente efecto. Los dos
Primeros ejercicios se es-
tudiaran primeramente le-
gato, seis veces de segut -
da y aumentando cada vez
la velocidad: Lento-Andan-
te- Moderato- Allegro-Pres-
to: luego se estudiaran,de
la misma manera, staccato.

Kl segundo ejercicio o-
Jrece una excelente ocas -
ion de obtener dominio en
la ejecucion simultanea
de dos ritmos diferentes.

E? tercer ejercicio de-
sarrolla y asienta la ejecu-
cion, con una mano sola,de
nolas tocadas staccato, mi-
entras la misma mano sos-
tiene una nota, es decir

guarda hundida una tecla.

(A4.J.) (A.J.)
m.d. 4 4
‘ 38 . B
)— » t 1 —® i P
g 2 E ' |1 ' | o |
1 1
2 2 2 2
. SO o o :

20934



121

KR

s 9

o101 @ —
—

o
|

)
D" 4
Y af
[ .. Y

< e

oio
—

JiB

Y e | e

-

| J

-

@

4
—@

|
o

T
@

<

s

ANV

)

-

—

~

etc.

etc.

20934



122

Original exercises,
expressly written for
this work, by:

For flexibility of the
hands, and accuracy. Play
this exercise in each of the
three keys legato,as marked:
—== = and from Andanie
to Presto. Then staccato, in

same manner; then as follows:
(A.J)

Originalibungen,
eigens [Jur dieses
Werk geschrieben von:

Exercices originaux,
écrits expressement
pour cette oeuvre,par:

FERRUCCIO BUSONI

Fur Biegsamkeit der
Hande und Treffsicherheit.
Man spiele die Ubung in je-
der der drei Tonarten legato,
so wie sie geschrieben: ——
—— wvon Andante &:s Pres-
to. Spdter staccato, in glei-

cher Weise; nackhher wie

@ und . (A.])

unter

Pour la flexibilite
mains et la justesse.

des
On
jouera l'exercice dans cha-
cun des trois tons légato,
ainsi qu'il est marquéi—=
= et dans un mouvement
Andanie jusqu'an Presto. En-
suite staccato, de la méme
fagon; puis comme suit :

®®. .o

Ejercicios originales,
escritos  especialmente
para esta obra, por:

Para la flexibilidad de
las manos y certeza técnmica.
Estidiese ol ejercieio en ca-
da uno de los tres tonas,ligado,
asi como vsia indicado——=
= y de¢ un moviiniento
Andante iasta Presto.Zucgo
staccato, de la misma manera;

®.

luego como sigue

(A.J)

5 23 2 1 5
3 1#-'3 2 3. 2 4
5 2 4 o 1 3
3 1 & _l..l:l_.# 4
? 21325;1[1;3 e 2"F_b3:'_ = 1 t.ﬁﬁ 3 2113
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5
5 4 Z 2 1 5 4
3 1 & 2 2
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2 1 3 . 8 h '. 1 2 = b.' = ﬁ — - — 11— e ’3’[ 1 3
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1 1 h 4 F 5 = { ! [
_P“Ti | L 4 -3 2 Q A45 i 2 9 % 1 DY 11_r2 )
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A difficult but highly
effective exercise product-
ive of many good results:
1. accuracy of the thumbs
and of the fifth fingers,
that is to say: of the fin-
gers to which, more than
the others, technical mis-
takes are due; 2. the ac-
complishment of playing

wide skips Zlegato; 3.

a

supple, easy -action of the

forearms. Play first lento,
then Andante, Moderato, Allegro,

Fine schwere, aber
hochst wirksame Ubung,
welche viel Gutes hervor-
bringt: 1 ein sauberes
Spiel der Daumén urd des
Junften Fingers, das heisst
der Finger, welche mehr
als alle underen,technische
Fehler verursachen. 2. die
Eriangung des gebundenen
Spiels bei weiten Sprun -
gen. 3. eine lockere, leichte
Spielart der Vorderarme.

Man ube zuerst Lento,dann

Un exercice difficile,
mais dun excellent effet
et qui produit plusieurs
bons résultats: 10 justesse
technique des pouces et
des cinquiémes doigts,
cest-a-dire des doigts
qui, plus que les autres,
sont la cause de fausses
notes. 29 1’acquisition
du légato dans les sauts.
3% une action souple et
aisée des avant-bras.E-
tudiez d’abord Lento;

123

Un ejercicio dificil, pero
de excelente efecto y que
produce varios buenos resul-
de
los pulgares y de los quintos
dedos, es decir de los dedos

tados. 10 certeza tecnica

que mas que los 0tros Son
causa de notas falsas.
20 la adquisicion del legato
en los saltos. 3¢ una accion
Jlexible y facil de los an-
tebrazos. Estudiese primera-
mente Lento; luego Andante,
Moderato, Allegro. (A.J.)

(4. J.) Andante, Moderato, Allegro, ensuite dndante,Moderato,
(A J) Allegro. (A.]J)
e ) P ot ~ < /—' >
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Original exercises,
expressly written
for this work, by:

For flexibility of the
fingers and of the hand.
Practise first slowly; then
gradually faster until
Allegro is reached. The
first two measures are to
be found, as a separate ex-
ercise for the thumbs, in
the Chapter entitled
“Thumbs”. Hands unable
to reach the interval of a
tenth should not strive to
hold the f sharp, in meas-
ures 4-5 of the exercise,
with the thumb of the right
hand. (A.J)

Originaliibungen,
eigens [fur dieses
Werk geschrieben,von:

EMIL von

Fir PBiegsamkeit der
Finger und Hande. Man
ibe zuerst langsam, dann
nach und nack schneller,
bis Allegro erreickt wird.
Die ersten zwei Takte sind
als selbstsiindige Ubung
Jur die Daumen im Kea-
witel ,,Daumen” wu Jfin-
den. Hande, die den Ab-
stand einer Dezime nicht
erreichen konnen, sollten
nicht versuchen, das fis
mit dem Daumen der rech-
ten Hand,im vierten und
Junften Takt der l'/"bung,
zu halten, (A4.J.)

E xercices originaux,
ecrits expressément
pour cette oeuvre, par:

SAUER

Pour la flexibilité des
doigts et de la main. Etfu-
diez d’abord lentement;
ensuite graduellement plus
vite, jusqu’a un mouve -
ment _Allegro. Les deux
premiéres mesures se trou-
vent annotées, comme un
exercice séparé pour les
pouces, dans le chapitre
intitulé “Pouces” Les
mains qui ne peuvent
atteindre lintervalle de
dixiéme ne doivent pas
s’efforcer de garder, avec
le pouce de la main droite,
le fa § dans les mesures

4-5 de lexercice. (A. J.)

=Ior PR nr P

Ejercicios originales,
escrilos especialmente
para esta obra, por:

Para la fiezibilidad de
los dedos y de la mano.
Estudiese primeramente
despacio; luego pocoa poco
mas aprisa, hasta llegar a
un movimiento Allegro. Los
dos primeros compases se
hallan anrotados,como ¢jer-
cicio separado para los pul-
gares, en €l Capitulo enti-
tulado ‘“‘Pulgares”. Las
manos que no pueden al-
canzar el intervalo de de-
cima no deben esforzarse
en guardar, con €l pulgar
de la mano derecha, el fa}
en los compases 4-5 del
gjercicio, (4. J.)
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These clever and well
conceived exercises devel-
op the technical dexterity
and strength of the 3rd4th,
and 5th fingers, while in-
creasing the flexibility
of the hands through con-
traction and extension.
(A.J.)

Vivace 5 4

Diese sinnreich ausge -
dachten l-/"bungen entwik -
ketn die techrische Gewardt -
heit und Kraft des Jten,
4len und Stern Fingers, wih~
rend die Biegsamkeit der
Hande durch Zusammen-
zichen und Strecken befor-
dert wird. (4.J.)

Ces exercices sont re-
marquablement bien congus
et developpent la dextérité
et la force des 3me, 4me,
et 5me doigts,et augmentent
la flexibilitée des mains
par la contraction et
l'extension. (A.J)

Estos ejercicios, de una
notablemente
desarrolian la

concepcion
buena,
destreza y la fuerza del
3er, 40 y Sodedo. y aumentan
la flexibilidad de las maros
por medio de lu contraccion
y de la extension. (A.J.)
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A clever exercise for
promoting a clinging beau-
tiful legato,while develop-
ing accuracy in both 5th
fingers. Practise first
quite slowly; thengrad-
ually faster,until Allegra,
but always =/ and with
expression. (A.J.)

Line geistreich erdachte
Ubung wm ein schiines Le-
gato zu’erlangen, da dabei
auch sauberes Spiel in den
beiden Sten Fingernerzielt
wird. Man iibe zuerst ganzg
langsam, dann nack und
nach sckhneller, bis Allegro

erreicht ist, wber immer

Un excellent exercice
Pour obtenir un beau Zlegato,
tout en développant la jus-
tesse technique des cinyuie-
mes doigts. Etudiez d'abord
trés lentement; ensuite gra-
duellement plus vite, jusqua
un mouvement 4¢/egro, mais
toujours mezzo forte et

Un excelente ejercicio pa-
ra 0btener un hermoso ie-
gato, y para desarrolliar la
justeza técnicade los quin-
tos dedos. Fstidiese pri -
meramente muy despuacio; lue-
80 POCO @ Poco mas aprisa,
hasta un movimiento Alle-

gro, pero siempreé mezzo

mf und mit Ausdruck.(4.J) avec expression. (A.J.) forte y con expresiin.(4..7.)
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A highly effective and Kine hochst wirksame und Une Etude fort effective Un Estudio sumamente
melodious Etude for in- gesangliche Studie fiir Unab- et melodieuse pour I'in- efectivo y melodioso para
dependence of fingers and | hingigkeit der Finger und dependance des doigts et la independencia de los dedos
suppleness of hands.(A.J.) | Biegsamkeit der Hinde. la souplesse des mains. ¥ la soltura de las manos.

bprones (4.J.) (A.J) (4.7.)
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Original exercises,ex-
pressly written for this
work, by:

The following exercise
brings a decided gain in
technical proficiency. The
4th and 6th fingers are
strengthened, stretched and
made more pliant; oppor -
tunity is given to gain com
mand over the simultane -
ous use of the legato and
staccato touches;the hands
are gently stretched
made more nimble; the
wrists become more flex-
ible. (A. J.)

and -

Originaliibungen ei-
gens fur dieses Werk ge-
schrieben, von:

ARTHUR

Die folgende Ubung for-
dert einen entschiedenen Ge-
winn in Bezug auf tech -
nische Fertigkeit Der 4te
und Ste Finger werden ge-
kriftigt, gestreckt und bie -
gsamer gemacht; es wird
dem Ubenden Gelegenheit ge -
boten, Herrschaft wber den
gleichzeitigen Gebrauch des
legato und staccato Ansch -
lags zu erlangen;die Hinde
werden dadurch leicht ges-
treckt und flincker; die
Handgelenke werden bieg -
samer. (A..J)

Exercices originaux,
écrits expressément pour
cette oeuvre, par:

FRIEDHEIM

L’exercice suivant con-
duit & de sérieux progres
techniques. I1 fortifie le
4eme et le 5eme doigt, les
étire et les rends  plus
flexibles; il donne les moy-
ens d’obtenir une bonne
exécution simultanée du
toucher légato et stacca-
to; il etire doucement les
mains et les rends plus
légeres; il augmente aussi
la souplesse des poignets,
(A.J)

129

Ejercicios originales,
escritos especialmente pa-
ra esta obra, por:

El ejercicio siguiente
wermite ganar en habili -
dad técnica. Hstira el 40
y 89 dedo, los fortalece y
los hace mas flexibles; da
oportunidad para alcanzar
el dominio de la ejecuciin
stmultanea del‘toucher” le -
gato y staccato; estira
suavemente las manos y las
hace mas ligeras, y aumen-
ta la flexibilidad de las
muiiecas. (4. .7.)
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Original exercises,
expressly written for
this work, by

The object of this
virtuoso exercise is to
promote by contraction
and extension the sup -
pleness and strength of
the hands; it is also con-
ducive to the acquisition
of a fine legato. To be
practised at first mod -
erately fast and not
louder than =f; then
gradually faster in mp.
The passing of the thumb
over the bth finger and
of the bth finger

the thumb is to be ac-

over

complished in a smooth,
easy manner as the
hand glides over the
keyboard. Any tension
of the muscles of the
forearm is to be avoid-

ed. (A.J.)

Originalilbungen,
eigens fir dieses
Werk geschricben, von

JOSEF

Der Zweck dieser
Virtuos ﬁbung- besteht
Barin, die Hinde durch
Zusammensziehung wund
Ausdehnung biegsamer
zu macken und U
kraftigen; ferner dient sie
dazu, sich ein schones Le-
gato anzueignen. Man
#be sie zuerst  missig
schnell und nicht lauter
als mf; dann allmihlig
schneller tn mp.Das Uver-
setzen des Dawumens uber
den &ten Finger und des
Sten Fingers iber  den
Daumen muss auf glatie,
leichte Weise geschehen,
wihrend die Hand iber
die Klaviatur dahinglei -
tet. Irgend eine Streckung
der Muskeln des Vorder-
vermieden

armes muss

werden. (4. J.)

Exercices originaux,
r N ’
ecrits expressement
cette oeuvre, par

LHEVINNE

Le but de cet exer -
cice de virtuose est d’en-
courager la souplesse
et la force des mains
par leur contraction et
leur extension: il con -
duit aussi a la posses-
légato.
A etudier d’abord dans

un mouvement modere

sion d’un bean

et pas plus fort que mf
ensuite de plus en plus
vite en »p. Le passage
du pouce par dessus le
cinquiéme doigt et du
cinquieme doigt par des-
sus le pouce doit s’ef -
fectuer d’une fagon € -
gale et facile tandis que
la main se meut sur le
clavier. Il faut  eviter
toute tension des mus -
cles de 1’ avant- bras.
(A. J)
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FEjercicios origi -
nales, escritos espe -

cialmente para esta

obra, por

E? objeto de éste

gjereicio “virtuoso’es 0b-
tener flexibilidad y fuerza
en las manos por medio
de la contraccion y la
extansion. Estidiese pri-
mero en un tiempo mode-
rado ¥y con no mas
Suersa que mf; después
gradualmente mas aprisa
ymp. El paso del pul -

gar por encima del guinio
dedo y del quinto por
encima del pulgar debe
hacerse de urna maneéro.
suave y facil a la par

que la mano 3¢ Mmuseve
sobre el teclado: Bvitase

tension de 108 musculos

del antebrazo. (4. J.)

3 614 3,2
5 6 1,2 4 bo—h 1 5 4
Pl b | ~C
= 2 A 0
- —~— r S .
1 1

1 o 3,4 5 o - 2L4 3,2
:q~: ::F#Fgﬁl T . 1 T—1 0

] e = ——

5 4 3 2 1 4 3 2 1 b 4 8 1 2 3 4 6 1 2 4 5 1 2 3 4
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This effective exer -
cise develops the strength
of the tips of the fingers
and thereby helps to
obtain the so-called “jeun
perlé”(«pearliness of touch”)
To be played rapidly,with
a crisp, firm touch. On
every 8th note a strong
accent is to be given by
means of a swift,upward
motion of the finger, hand

and forearm. (A.J.)

Diese wirkungsvolle
Tbung macht die Finger-
spitzen kriftig wnd ver-
Rilft dem Ubenden daszu,
sich das sogenannte “jeu
werle” (den  “‘perienden’
Anschiag) anzusignen.
Sie sollte schnell mit
einem frischen, festen
Anschlag gespielt werden.
Bei jeder Achtelnote muss
man kraftig anschlagen,
und zwar vermittelst
einer schnellen, awfwirts
gehenden Bewegung des
Fingers, der Hand wnd

des Armes. (4.J)

Cet exercice efficace
développe la force du
bout des doigts et par
cela méme aide a ob -
tenir le“jeu perle?” A

jouer rapidement, avec

' un toucher mordant et

ferme. On donnera  un
fort accent sur chaque
croche aun moyen d’un
mouvement ascendant du
doigt, de la main et de

Vavant- bras. (A. J)
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Este valioso ejercicio
desarrolla la fuerza de
la punta de los dedos y
asimismo ayuda a ob -
tener el‘jeu perlé” (juego
aperiado) Ejecutese con
rapides, con un “toucher”
recio y firme. Déje wun
SJuerte acento a cada cor-
chea, por medio de wun
7'épz’d0 movimienio as -
cendente del dedo, de
la mano y del antebraszo.

(4.7)

45 3
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Original exercises,
expressly written for
this work, by

These exercises re-
quire more care in their
execution and are pro-
ductive of more techni-
cal results than may ap-
pear at first glance.
Left hand is ever apt
to play with a weaker,
less resonant singing

hand.
Care must be given that
both hands
with absolute evenness
of touch and tone. This

alternation is to be ac-

tone than right

alternate

complished with ease,
even with abandon, the

bhands being lifted from

the keyboard at the
same height; thereby
“unconscious” technical

accuracy is encouraged.
The accents are to be
hand

with the same firmness

given by either
and equality of tone.
When greater speed is
attempted the

and “pearliness” of touch

clarity

must be preserved. Prac-

tise pp-p-mf-f and also

——
(A.J)

20934

Originalitbungen, et-
gens fir dieses Werk
geschrieben, von

IGNAZ

Diese 'U'bunge'n er -
Jordern wmehr Vorsicht
betm Spielen und sind
nutzbringender als es
Blick

Dre

auf’ dem ersten

erscheinen mag.
linke Hand ist immer

dazu geneigt,mit etnem
schwdcheren, weniger wi-

derhallenden oder singen-
aen dnschlag zu spielen
als die rechte Hand. Man
muss sorgriltig darauf

achten, dass beide Hdande
sick mit absoluter Gleich-
reit in Bezug auf 4An -
schlag und Ton ablusern,
Der Wechsel tn den Hin-
den muss mit Leichtig-
keit, ja sogar mit Ge -
lassenheit statifinden,
indem man die Hinde
von der Klaviatur gleich
hoch authebt; dadwurch
wird ‘“‘unbewusste” tech -
nisehe Akkuratesse ent-
wickelt. PBeide Hiinde
missen die Akzente mit
An -

schlag und Gleichhert

demselben festen

im Tone hervorbringen.
Bei grosserer Schnellig-
keit sollte man durchaus
die Klarheit wund das
“Perlengleiche” des An -

schiags beitbehatien. Man

tbe pp-p-mf-f und
auch —_—
(A4..7.)

Exercices origi -
naux, ecrits expressé-
ment pour cette oeuvre
par

FRIEDMAN

Les exercices sui-
vants neécessitent plus
de soin dans l'exécu -
tion et ils produisent
de meilleurs resultats
au point de vue tech -
nique qu’on ne pour -
rait le croire tout d’a-
bord.

a toujours tendance a

La main gauche

jouer avec un ton chan-
tant plus faible et moins
résonnant que la main
droite. Il faut avoir soin
que les deux mains al-
ternent avec une par -
faite egalite de toucher
et de son. Cette alter -
nance doit étre accom-
plie avec aisance,méme
avec laisser-aller, les
mains devant se lever
a la méme hauteur au-
dessus du clavier; par
14, on arrive a la si -
reté technique ‘“incon -
sciente?” Les deux maius
doivent donner les ac-
cents avec la méme fer-
mete et la méme éga -
lité de son. Lorsquel’
on essaye une plus
grande vitesse, il faut
conserver la clareté
et le‘‘perle” du toucher,
A etudier pp-p-mf-f
et aussi———""
(A.J)
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Ejercicios orige -
nales, escritos espe -
ctulmente pare esta
obra, por

Los ejercicios siguz-

entes  requieren mas
cuidado en la ejecu -
cion y son de mus pro -
vecho para el pianisita,
que L0 que se pudiera
creer a primera vVista.
La munro izquierda tiene
tendencia a tocar con
wun‘‘toucher’ menos re -
sonante, mas debil que
el de ta mano derechu.
Huy que cuidar que
ambas manos allernen
con completa igualdad

de toucher y de sonido.

Esta altermacion se
ejecutara hasta con
abandono, levantando

las manos a la misma
attura. Las maros de -
ben dar los acentos con
igual firmeza e igual -
dad de sonido. Cuando
se empiece a tocar es-
tos ejercicios mas a -
prisa hay que esfor -
zarse en conservar la
claridad y el “toucher’
‘aperlado’l Kstidiese pp

p-mf-f y tambicn ==
.

(4..7.)




- Allegro)

(Andante - Moderato
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Original exercises,

expressly written for

this work, by

Although at first
sight these exercises may
appear somewhat
yet they really require a
high degree of virtuosity.
Strength of the fingers,
evenness of touch when
passing the thumb, second,
third and fourth fingers
over the fifth, brilliancy
and dash of style in fin-
ger passages-these are

easy

the results of practising
them faithfully. (A.J)

Originalibungen,
ewgens fir dieses Werk

geschrieben, von

Exercices origi-

’ . I3
naux ecrits expresse -
ment pour cette ceuvre

par

ERNST v. DOHNANYI

Obgleich diese Ubun -
gen ayl den ersten
Blick leicht

scheinern, so erfordern

Iu  Sein
sie doch einen hoken Grud
von Virtuositdt. Die Krif-
tigung der Finger, Gleich-
mdssighkeil im Anschlag,
wenn man den Dauwmnen,
den zweiten,dritten und
vierten Finger Uber den
Jtiinften setzen
glanzendes und schuung -
haftes Spiel bei den Fin-
gerldufen, das sind die
Resultate, falls man die

muss ,

Quoiqu’ au premier
abord ces exercices puis-
sent sembler quelque peu
faciles, ils requiérent en
réalité un haut degré
de virtuosité. La force des
doigts; I'égalité du tou -
cher en passant le pouce,
le deuxieme, le troisiéme
et le quatrieme par dessus
le cinquieme; le brillant et
la fougue du style dans
les passages de doigts:
voila les résultats qu’
on obtiendra en les
etudiant consciencieuse -

Bjercicios originales
escritos especialinente

para esta obra, por

Aunque a primera vis-
ta puedan aparsecer €stos
gjercicios un tanto faciles;
sin embargo,requieren al -
to grado de virtuosidad .
Fuerza de los dedos, igual-
dad de‘‘toucher’al pasar
el pulgar,el segundo, ter-
cero y cuarto dedos so-
bre el quinto; brillantesz
y audacia de estilo en
los pasajes de los dedos:
he aqui los resultados de
estudiar empenosamente

estos ejercicios.(d.J.)

Ubungen fleissig bt (A.J) ment. (A.J.)
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Original exercises,
expressly written for
this work, by

There is hardly any
need to emphasize the
ingenuity and utility of
the following exercise.
The design of the exer-
cise itself is one of the
simplest and oldest in
music, but by the device
of introducing gradually
and with increasing fre-
quency the alternation
of the hands unusual de-
mands are made upon
a perfect evenness  of
touch and tone and al -
so of poise in both hands.
The left hand usually ob-
tains a weaker, thinner
tone and is less agile
than the right hand.(A.J)

In a moderate tempo
and with absolute even -
ness of tone. Employ all
dynamic gradations (Rudolf
Ganz.)

Originalibungen,
eigens [fir dieses Werk
geschrieben, von

RUDOLF

Es ist woht  kaum
notig, auf das Sinn-
Nitzliche
der folgenden ﬁbung

hinzuweisen. Die Gestalt

reiche und

der i/;bung selbst ist eine
der einfachsten und al -
testen in der Musik,aber
durch den Einfall, dass
sich die Hande allmdh -
lig und mit sunehmen -
der Hdufigkeit ablosen,
werden aussergewihn -
liche Anspriche an eine
vollkommene Ebenméssig-
keit in Bezug auf den
Anschlag und den Ton
und ebenfalls auf das

Gleichgewicht in beiden

Hinden gestellt. Die
linke Hand bringt oft
einen schwidcheren wund
dicnneren Ton hervor

als die rechte Hand . (A4.J.)

In eitnem massigen
Tempo und it vollkom -
mener Gleichmdassigheit des.
Tones. Man gebrauche alle

dynamischen Abstufungen.

Exercices origi -
naux, écrits expresse-
ment pour cette oeuvre,
par

GANZ

Il est a peine ne -
cessaire de souligner
I’ingéniosité et I'utilité

de l’exercice suivant.
Le dessin de 1’exercice
méme est un des plus

simples et des plus an-
ciens en musique. Mais
par U'introduction grad-
uelle et chaque
plus fréquente du change-
ment alternatif des
mains, 'executant est
oblige d’acqueérir une
parfaite égalite du
toucher et du son et
Iequilibre des deux
mains. En général la

fois

main gauche est moins

agile, donne un son
plus faible et moins
nourri que la main

droite. (A.J)

Dans un mouvement
modere et avec une par-
faite egalité du son.Em-
ployez toutes les grada-
tions dynamiques (Rudolf

Kjercicios origi -
nales, escritos es -
pecialmente para este
obra, por

Es apenas mnecesario
hacer resaltar lo ingen -
i0so yzltz‘l del ejercicio
siguiente. La trama deél
ejercicio mismo es una
de las mds sencillas y
antiguas que hay en la
musica; pero mediante la
introduccion gradual y
cada vez mas frecuente
del cambio alternativo de
las manos, se obliga al
ejecutante a adquirir una
igualdad perfecta en el
“‘toucher”’ y en el sonido
y la ponderacion de am -
bas manos. Por lo gen -
eral la mano izquierda es
menos agil y da un tono
mds débil, mas tenue que

la mano derecha. (4.J.)

En un movimiento mod-
erado y con absoluta igual-
dad de sonido. Empléense
todas las gradaciones di-
namicas. (Rudolf Ganz.)
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Etc. in all keys, major and
minor; also chromatically.
(Rudolph Ganz)

Kte.

in allen Dur und Mol
Tonarten; awch chromatisch.
(Rudolph Gans)

Etc. dans tous les tons ma-
jeurs et mineurs et aussi

chromatiquement.(Rudolph

‘ A
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KEte. en todos los toros ma-
yores y menores y tambien

cromaticamente. (Rudolph
Ganz)



With a clear tone. Play
legatissimo, while lifting

the fingers well, though

Mit kiarem Ton. Man
ube legatissimo, indem die

Finger gut gehoben wer -

Avec un son clair. Jouez
légatissimo .en levant bien

les doigts, quoique pas trop

Con wn sonido claro. To-
quese legatissimo levan -

tando los dedos, pero no

not too high.(Rudolf Ganz) den,jedoch nicht zu hoch. | haut. (Rudolf Ganz.) demasiado.(Rudolf Ganz.)
(Rudolf Ganz)
No 2
a)
A Y 4 2 ~ ~ —_
ma. R— 8 .. 2 3 3 3 3
S—T— — : F ! i ——— = — T
0y ¥ 1 2 1 4 12 “of
2 3
4 4
D cececcccecccccccmcecteeeccaceccceeccmemm——aeeneeemnan
n.s. ottava bassa
R _ ) A
1 _ 2 3 32 3
g ! : —— : . o [ ; e —
P
e
1 ‘I" T— -r-
1
S
5
c) I - _ _ R
9 1 3 53 53 b1
[ ] . JE— T ¥ Y ! 1 ! } =
V af (& ) 1 | I I I 1 1 ] 1 T ¥ 1 1 l
- —-
1 -7
2 T
L S
5
d)  F— _ R _ R
) 3 5 3 2 2 3 ,
[ ] d ! I i — 1 1 r 1
y ol (&} - I 1 [ 1 ) - é | I 1
h 121
—2 H-—ﬁhip%%iﬂ

e
H 4 5 2 2 £
A8 —— ;i —— : = _-r T pu—
2
5 T2 T T T T
3
5
4
a) 2 5
A oo 2. .
[ ) 1
= 3 13 1 1 - [l 1 1 A [ I 1
2
3 1 3
A
b) e,
o] 1 3 1, 3 1 )
P’ 4 [ 9] T [ Il | H
L 5 I ‘II I [ 4‘1 I 1 1 ] 1
A |

20934




159

—welll
B

<+
—

In the following exer-
cise, the alternating change
of the hands should be ef -
fected without any percep-
tible difference in the in-
tensity of the tone pro -

ididig

In der folgenden Ubung
sollten beide Hinde den
sich ablosenden Wechsel
ohne irgend eitnen bemerk-
taren Unterschied in der
Intensitiit des Tones her -

© 1
trr

Dans 1’exercice suivant,
le changement alternatif
des mains doit s’accom-
plir sans qu’il yait au -
cune difference dans I’in-
tensité du son produit par

¥
“ |
A"

En el ejercicio siguiente
se debe ejecutar el cambiv
alternativo de las manos
sin que haya diferencia en
la intensidad del sonido
que una y otra produscan.

duced by either hand( A.J) | worbringen. (4.J) lune et 'autre main.(AJ) | (4..7)
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Original exercis -
es, expressly written
for this work, by

The aim of these ex-
ercises is to promote in-
dependence, strength and
evenness of fingers while
gently stretching the Ii -

Originaliibungen,
eigens fur dieses Werk.
geschrieben, von

Exercices originaux,
4 . ’
ecrits expressement
pour cette oeuvre, par

FANNIE BLOOMFIELD-ZEISLER

Diese 'U.bungen bezwe k -
ken die Entwicklung& von
Unabhingighkeit, Kraft und
Rbenmdssigkert

in den

Fingern, indem die Li-

Le but de ces exer-
cices est de donner aux
doigts l’indépendance, la

161

Fyercicios originales
escritos especialmente
para esta obra, por

Kl objeto de estos ejer-
cicios es dar a los dedos
independencia, fuerza €

force et I'égalite,

tout
en etirant doucement les

igualdad y al mismo tiem-
PO estirar suavamenté los

gaments between the fin- gamente zwischen den ligaments inter-digitaux. ligamentos interdigitales.
gers.(A.J) Fingern in sanfter Weise | (A.J) (4.7.)
gestreckt werden. (4.J.)
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Original exercises,
expressly written for

this work, by

The following cleverly
devised exercises are of im-
mediate effect in strength-
ening the 3rd, 4th and 5th
They should be

practised at first in a mo-

fingers.

derate tempo, in f, mf
and p; then gradually
faster, in mf and p(AJ)

Originaliibungen,
eigens fiur dieses Werk
geschrieben, von

SIGISMOND

Die folgenden geschickt
erdachten Z'f'bngen sind
von besonderem Nutzen in
Besug auf die Kraftigung des
Sten, 4ten und Sten Fin-
gers. Man sollte sie zu -
erst im mdassigen Tempo
mf
und Pp; darauf allmilig
schneller mf und p.(4.J.)

iben und zwar f,

Exercices originaux,

. ,
écrits expressement pour

cette oeuvre, par

STOJOWSKI

Les exercices qui sui -
vent sont fort adroite -
ment imaginés et sont
d’'un effet immédiat pour
fortifier les 3emes, 4&mes
et 5émes doigts. On devra
les étudier d’abord’ dans
un mouvement modére, en
S, mf et p;
a peu plus vite, en mf
et p.(A.J)

puis peu

163

Ejercicios originales,
escritos especialmente
para esta obra, por

Los siguientes ejercicios,
ingeniosamente preparados,
son de efecto immediato
para fortalecer los dedos
tercero, cuarto y quinto.
Deben trabajarse primero
en tiempo moderado, en
Jo mf y p; después gra-
dualmente

mds aprisa,

en mf y p.(4.J.)
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Original exercises,
expressly written for
this work, by

The remarkably beneficial
effect which these exercises
have on the 3rd, 4th and 5th
fingers, as regards indepen-
dence, flexibility and stretch-
ing will be apparent when
they are played through all
the keys, The tempo should
at first be rather slow, then
increased until Allegro : J
is reached. To be practised

», mf, f (A J)

Originaliibungen,

Werk

ergens fur dieses
geschrieben, von

ALFRED

Die bemerkenswerte wokl -
tatige Wirkung;welche diese
ﬁbungen in Bezug auf Un-
abhingighkeit, Biegsamkeit
und Streckung auf den drit-
ten, vierten und finften Fin-
ger haben, zeigt sich klar,
sobald man sie durch alle
Tonarten spielt., Das Zeit-
mass sollte zuerst ziemlich
langsam sein; dann so viel
schneller bis zum Allegro = J
Man iibe sie pmf, f (4.J.)

Exercices originaux,
écrits expressément pour
cette oeuvre, par

CORTOT

I'effet vraiment remarqua-
ble que ces exercices pro -
duisent sur les troisiémes,
quatriémes et cinquiemes doigts
au point de vue de lindépen-
dance, la flexibilité et lex-
tension est évident lorsqu’on
les joue dans tous les tons.
On doit les étudier dabord
assez lentement, puis de
plus en plus vite jusqu’d ce
que lon atteigne l’Alleg‘ro:J
A étudier p, mf, £ (A.J)

Ejercicios originales,
escritos especialinente
para esta obra, por

La accion sumamente be -
néfica que producen €8tos
ejercicios para dar indepen-
dencia, flexibilidad y exten-
sion interdigital a los dedos
tercero, cuarto y quinto, se
manifiesta al tocarlos en to-
dos los tonos. Se deben tocar
al principio bastante despa-
cio; despu€s, mas y mas
aprisa, hasta llegar al
Allegro = Estudicnse p,

mf, f (4.7.)

4 545454546405 454 5 45 4 5
legato ! o ‘;: _"1-= I
I O I b #. 0 I i R A -
A2 At .t
NV U/ 1 1 1 | L . (] h ¢ B | T 1 1 LA 0
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N01J 3 2 3 2 323 23 2 3 3 3 2 3 2 82 3 23 2 3 3
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Exercises on Ubungen auf Exercices sur Ejercicios sobre

black keys schwarzen ZTusten les touches noires las leclas negras
See Examples and Pre- Sieht Beispiele wund Voir Exemples et Ex - Véase Ejemplos y E -

paratory Exercises. Voribungen. ercices Préparatoires. jercicios Preparatorios.
Daily Studies - 7dgliche Studien . ®)
50940 Etud5es Journ_a.l}*ereq_ Estudios Diarios } Carl Tausig

55345234223 34 3 3 32343,54 54
AL 23422232 1234123 03574 143 54332 332

2 . |

s o — e .
oo W2 ) Y ! 19 M i - ﬁgﬂ

{ 0——g 0 T
dP e 10219322 1234123414 =)
491092 3 493 34 3412341
2 33247232 ¢ 4% 2 5234523 41 9974
4332 %33°54°°75 452345235, 5
5
4 3
1 4o o & 1324 ® ®g14,3,
b X — - v
—fon— 57 —R _b ol - > | :
XX v X &1 _ ] o = i'—'
y =k ok = 1324 o %
¥ 4 R4
4 3
43
) 3 234 342835
blhl 1 a g 123 332, [2 1 .., 12354 ! 1291 14 4321
- 12— 2 1 321 12
i e e e | £ e ==
O — o1 AR o =D =
© ;—'03*32 21123 31 94 ##‘14 4321123412 1o dg
3 n 1 3 23 432 34 34
») By permission of Heinrichshofen Verlag, Magdeburg
Chromatic Exercises. l Chromatische Ubungen. l Exercices Chromatiques. | ZEjercicios Cromaticos.
1 23 45 1 2 345 5,4 3,215 4,32, .
e il I
le:: i = i— LS f— L —
#‘321‘4321 1234512345
b 5
A 2 1 2 3 456 2 12 346b 4 5 4 3 2 1 4,5 .
— i M o F
?\f Je— =i : e i i i o S i
o Ve TP TR S 4 = e e
45 4 '3°2 5 4 3 21 2 3 4 5 2 1
2 5 Z_5 4 1 " Gi g N
{ fm— " M T ——=— LA S A F:E%#ﬁ t
. - o % et e ey e S R
() @ 1
4 1 4 2 5 2 5

*) Repitase cada compas 20
veces sin interrupcion.

*) Repéetez chaque mesure20
fois sans interruption.

*) Ficderkole jeden Takt 20
Mal ohne Unterbrechung.

*) Repeat each measure 20
times without interruption.

. 40 Daily Studies<0 ZTdglicke Studien
A -4 ”
Allegro molto (44—5”“:)3 5 4 40 Etudes journalidres<0 Zjercicios Diarios } Czerny
1 3 1_? |— 13 2 1
, - 1 ¥
( I r i I .
o . - ® AN

Y/ 1 1
o "0 .
f .::cﬁy;rc eg/lzto_q 2 93 g2 1

1 ! 3 5 4 3 :
1 - l
(J\\/ o w1 ! l o _-{ﬁ = —-:
r — : ¢ T3 2 &4 3 2
2]
i 3 -.;-o-“ 1 5 L234 23
(: - o« — — 1 - i .
— %"r%ﬁ—
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*) This notice, which exem -
plifies the old-fashioned man-
ner of practising the piano,
is reproduced in every modern
edition of the 40Daily Stu -
dies of Czerny without com-
ment. Yet, to repeat
an exercise in the same

manner twenty times is
apt to blunt the attention
and the interest,and is not
conducive to quick and last-
ing results. Indeed, it is
safe to assume that very
few pupils actually repeat
every exercise twenty times.

A better, saferund more
interesting manner of prac-
tice is as follows:

S

Accents every first of
two notes,

Accents every second of
two notes

Dotted notes: fj m

'Reversed dotted notes:
RIPERA

Stacecato f

Staccato pp

Velocity f

Velocity pp

20934

*) Diese Bemerkung, die die alt-

modische Art Klavier zu
wben darsiellt, ist in jeder
modernen Ausgabe der 40
Tagliche Studien von Czer-
ny vhne FEriduterung wicder
gegeben worden und doch:
eine Ubung zwanzigmal in
derselben Weisezu wieder-
kolen, ist dnzu geeignret,
die Aufmerksamkert und
das Interesse abzustump -
Jen. In der Tat darf man
annehmmen, dass sehr wenige
Schiiler eine Ubung wirklich
zwanzigmal wiederholen.

Eine bessere, sicherere
und interessantere Artzu
wben ist die fulgende:

S

b

Akzente auf jeder er-
sten von zwet Noten.
Akzente auf jeder zwer-
ten von zwei Nuten.

Punktz‘erteﬂ’oten:arj ﬂ
Umkehrung der punktier

ten Noten: il H ﬂ

Staccato f
Staccato pp
Sehnell J
Schnell pp

3
| Hele

*) Cette indication, qui re-
présente lancienne fagon
d'étudier le piano, est re-
produite,sans commentaires,
dans toutes les éditions
modernes des 40 Etundes
Journaliéres de Czerny. Et
pourtunt, en répétant un
exercice vingt fois de la
méme fagon on risque d’€-
mousser lattention et I’inté -
rét. Il est méme permis
d’affirmer que trés pen
d’éleves répétent vraiment
vingt fois un exercice.
Une fagon de travailler,
meilleure, plus sire'et plus
intéressante,est la suivante:
S
»p .
Accents surlu premiere
de chaque deux notes.
Accents sur la secondede
chaque deux notes.

Notes pointées: H ﬂ

Inversion des notes

I3

pointées: o
Staccato f
Staccato pp
Vélocite f
Vélocite pp

N
-
[

E:
A 5

*)  Esta indicacion, que re-
presenta la manera artigua
de estudiar el piano, se halla
reproducida en todas las
ediciones modernas de los
40 Fstudios DiariosdeCzer-
ny. Sin embargo-el repetir
un ejercicio veinte veces de
la misma manera tfende a
enervar y disminuir el
interesyla atenciom. Se
puede afirmar que muy
pocos discipulos repiten
verdaderamente un ¢jerei-
cio veinte veces.

Mas segura, mejor y
mas interesanie es la ma-

nera siguiente de estudiar:

S
»r

Acentos en la primera
de cada dos notas.

Acentos en la segunda
de cada dos notas.

Notas punteadas: .E_j ar-_j
Notas punteadas inver-

tidas: 3 , n .ﬂ
Staccato f
Staccato pp
Velocidad f'
Velocidad pp
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Technical Studies Technische Studien Exercices Techniques Ejercicios Tecnicos
FRANZ LISZT
Andante (4.7.)
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Moderato - Allegretto- Allegro (4..J.)

20934
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Technical Studies

Technische Studien

FRANZ LISZT

Moderato-Allegretto- Allegro (4./.),

Exercices Techniques

Ejercicios Tecmicos

5
~ 1 2 41 2 1
1 2 12 » Y
g 1212 — L. e o
1 T ﬁ_‘_‘ ~—| [
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JOHANNES BRAHMS"Y

Exercise of Johannes Jokannes Brakmssche Exercice de Johannes Ljercicio de Johannes
Brahms, published by Ubung, von Cari Tausig Brahms, publié par Carl Braims, publicado por
Carl Tausig in his“Dai- | ¢n seinen “Tigliche Stu- | Tausig dans ses “Etudes Carl Tausig en sus “Es-
ly Studies” dien”’ wverdffentlicht. Journalieéres’’ tudios Diarios!”

oh:i‘ 6 (A.J)
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, Daily Studies _ Zdglicie Studien }(‘ LT .
Etudes Journalieres_- Astudios Diarios {Lar ausig
Moderato - Allegretto - Allegro (a.J.) * s Diar 8
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School of the Virtuoso |

Schule des Virtuosen

|  Ecole du Virtuose

Lscuela del Virtuoso

CZERNY™
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*)See page 179
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The Virtuoso Pianist Der Klaviervirtuose Le Pianiste Virtuose Kl Pianista Viriuoso
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Preparatory exercises
and examples

It is evident that with
the profusion of material
at hand a restricted se-
lection was necessary and
therefore the following
examples must be con-
sidered only as models
of many others possibly
just as instructive. The
preparatory exercises show
merely some of the ways
to conquer a difficult pas-
sage, More anent this
will be found inthe Chap-
ter “How to Practise,
how to Perform?

Preparatory exercises

Yoriibungen
und PBeispiele

Es liegt auf der Hand,
dass ich aus der Fulle
anwendbarem Maiterials
nur eine kieine Auswahl
Ireffen Aonnte, und daher
sind folgende Beispiele nur
als ein Heniges aus der Men-
ge so vicler anderer ebenso
lehrreicher l'/;bungen zu be -
trachten. Indem ich auf
die nachsichenden
bungen hinweise, will

Vori -
ich
mit diesen nur einen Finger-
zeig geben, auf welche Art
man Schwierige Passagen
wherwindet. Naheres hier -
“ber findet man im Ka -
pitel ,, Wie man iiben soll,
wie man vortragtl

Voricbungen fir die C

Exercices préparatoires
et exemples

Il est évident qu’ avec la
profusion de matieres dispon-
ibles jai dd me borner & faire
un choix restreint, ct par
conséquent, il ne faut con-
sidérer les exemples que
jec donne que comme des
modeles, entre beaucoup
d’autres peutétre tout
aussi instructifs. En
donnant les exercices pré-
paratoires je ne veux qu'in-
diquer quelques-uns des
moyens pour se rendre
maitre dun passage dif-

ficile. On trouvera 1a-
dessus des indications
plus complétes dans le

Chapitre “Comment il faut
étudier, comment il faut
executer.’

Excreices préparatoires

195

Ejercicios preparatorios
Yy ejemplos

£s evidente qrue con la
profusicn de material dis-
ponible he tenido que limi-
tarme a una corta scleccion
Y, por lo tanto, hay que
econsiderar los ejemplos que
doy, Solamente como mode -
los, entre muchos otros,
acaso lan instructives co -
Al dar los K -
Jercicios preparatorios no
he descado mas que indi-

MO €5L0S.

car algunns de las ma -
neras de dominar pasajes
difieiles.
se encontrarar mnas ampli-

as

Sobre este punto
indicacionss en el Ca -

pitulo “Comy se dcbe estu-
diar, como sc¢ dvbe ejecutar.

Ljercicios preparatorios

for the Sonata in C major, | dwr Sonate, Op.53, wvon pour la Sonate enwf majeur, | para la Souata ernlo ma -
Op. 53, of Beethoven. Beethoven. Op. 53, de Beethoven, yor, Op. 63, de Beethoven,
Allegretto moderato
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for the So1ata in F minor,
Op. 57, of Beethoven

Preparatory exercises

Vorubungen fir die
Sonate in F moll Op. 57,
von Beethoven.

Exercices préparatoires
pour la sonate en fz mineur,

Op. 57, dc Beethoven.
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Ejercicios preparaturios

para la sonata éenFa menor,
Op. 57, de Beethoven.
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Preparatory exercise Forubung fir dasC mol!l Exercice preparatoire Ejercicio preparatorio para
for the C minor Concerto of | Avnzert von Beethoven(frnde | pour le Concerto en w? mi- | e/ Cuncierto en Do menor de
Beethoven (end of last | des letzten Teils.) neur de Beethoven (fin du | Beethoven (final del witimo
movement.) dernier mouvement.) movimiento.)
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Preparatory exercise for Vorubung fir das G dur Exercice préparatoire Ejercicio preparatorio para
the Concerto in G major,of | Konzert von Beethoven. pour le Concerto en sol | el Concierto en Sol mayor,
Beethoven. majeur, de Beethoven. de Beethoven.
Allegro moderato
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Preparatory exercises for Vorubungen fiir die erste Exercices preparatoires Ejercicios preparatorios

the first Fantasy of the | Fantasie aus der “Kreis- | pour la premiere Fantaisie
“Kreisleriana) by Robert | leriana)von Robert Schu-| de la“Kreisleriana? de Ro-

para la primera Fantasta de
la ‘Kreisleriand! de  Robert

Schumann. mann. bert Schumann. Schumann.
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Preparatory exercises Vorubunger fir “Traw- Exercices préparatoires Ejercicios preparato -

In measures 19-20, and
23-24 do not cross the
hands, as indicated in the
musio text, but play the
16th notes with the left
hand, and the sixths with
the right hand.

20934 -

In den Takten 19-20,
sowie 23-24 kreuze man
nicht die Hande, so wie es,
von Schumann vorgeschrie-
ben istisondern spiele diel6tel
Noten mit der linken Hand,
und die Sexten mit der
rechten Hand.

Dans les mesures 19-20,
et 23-24 ne croisez pas
les mains, ,ainsi que Schu-
mann la écrit, mais jouez
les doubles croches avec
la main gauche, et
sixtes avec la main droite.

les

for “Traumeswirren” meswirren” von Robert | pour “Traumeswirren” |7ios para “Traumeswiric)”’
(“Confused dreams”) of | Schumann, (Songes voilés) de Robert | (Sueiios nublados) de Ro-
Robert Schumann Schumann. bert Schumann .
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En los compases 19-20,
Y 23-24 no se crucen las
mancs, como ha €scrito
Schummann, sino toguense
las dobdles corcheas con la
mano izquierde, y las

sextas con la mano derecha.




202

Preparatory exercises
for the B flat minor Son -

ata (last movement) of

Voribungen fur dve B
moll Sonate (letzter Satz)

von Chopin.

Exercices préparatoires
pour la sonate en szb mi-

neur. (dernier mouvement)

Ejercicios preparato-
ri0s pare la sonata en Sib
menor (wltimo movimiento )

Chopin. de Chopin. dc Chopin.
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Preparatory exercises | Foribungen fir die As Exercices préparatoires Ejercicios preparatorios
for the A flat majorBal - | dur Ballade von Chopin.| pour la Ballade en Zab para lp Balada en Lab
lade of Chopin. majeur de Chopin. mayor de Chopin.
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Preparatory exercises Vorubungen fir die Exercices préparatoires Fjercicios preparatorios
for the Rhapsody N 12 | Riapsodie N0 12 von pour la Rhapsodie NO 12 | para /o Rapsidic N? 12
of Franz Liszt. Franz Liszt. de Franz Liszt. de Franz Lisst.
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Examples Beispiele
The following example is Folgendes Beispiel ist mit
to be played with smooth, | glatics, rukiger Technik aus-
reposeful technie. The fin- | zufiidiren. Die Finger flink
gers lively and supple. wnd locker.

Concerto Konzert

G. SGAMBATI ®

Un poco sostenuto (4 =ss)

3 5
1 4
2 > sfle® 3 4 5 3,

L'exemple suivant doit étre
joué avec une technique bien
égulisée et tranquille.
doigts vifs et souples:

, 205
Ejemplos

£l ejemplo siguicnte  se

debe tocar con una  tec -

nica bien igualada y tran-

quila. Los dedos agiles y

Slexibles.

Concterto

0, 8 L\ 1 4
# —— 1’—{'45 o2 2 )
i y L - 7 3
} =1 - . T i lq'
\j/ E—
V4 tranguillo elegante -
VS 3
m 3 5 o e
# g ! r,,=-q - i/: —
\J K= 3 ‘i_‘_lg_: o .—#" 1 —@ I
2 1 3 3 4 3 4

4 3 4 1 T—
(5 ®
) > 5 4 |3 4 5 41 L | . - 4 il 1 -..ﬁ.'- -F-
# ~ 1 ~ L/ 2 '—- '_ LA
. i 1 T 1 o TIIP
bl i { i #
1 2 2 1 2 1 1
. 3 Py 2 5
3 4 3 & 1»! #1 :!.- — F 5 4 3 t 2 T e M —
T\——ﬂ—F—#-P—P. ] I
o) } / ~
ﬁ AN 2 1

o 4l
[N

» (By permission of B. Schott’s SGhne,Mainz)
20934 -

4
3 9 I
i..
A\ID.2 =t {
Q} ]
{ 5 1 : —-F @ o= I e
\ l‘)' - LS nj 5y ¢ _. i l_) ”’ 3 T _
¢ 5 3 4 73 2\ ‘ 5 % 4 & 3 0%
e TN~
&-mmmmmmmamananas
54 a b0 ; RS
¢ - 3 ~ 1 P ~ 2 B a1
ﬁ e i a3 > Vi 2 # i Ao
i - & g LW
171 150 t
N I LA N -
ry = —— Pmcp—
4 = -3 s
# gy f P —— w_
{ w® I
ANIY 2 7 S - i T
N e ————
I S —



206

] R
/—_4\ 3 434
2320323 9,173 bele25 5 3355 1 234 %23 1 23%1
04 Fropfesal -
LM II IIL 1 1 Jl' 1 bl %J[% 1
17 E 1
——m— ]
2 121
3,23 232;& 43?.51,]0_413231 1 | 32312 3213, ”
L 11 1 1 B T O IL{II" t +—— jl | I |
7 ' — ==

8,42 4, 3,1232 3li2 .2 1 1
€§#F#F—#ghfhfﬁﬂgﬁjgf_ Pieeshesale, il e b@ 3 pEsul 5 2144
T y P— 1
ANV 4 _ 1 t
4 —
A3} A
e
dim. . etc.
un poco rif.

1 3,21, 342 2

be 342 5,1 s o he beie,i3@3453 .25 2381 o1, h
Z = - - —1— H—t 1 : '.*

20934~



207

Théme Varie Y
I. J. Paderewski

0
Var. II (Moderato) Op.16,N93
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The Top (Etude) | Der Kreisel (Eticde) | La Toupie (Etude) | £l Peon (Estudio)
Theodore Leschetizky =)
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Etude Héroique Op.as N93, Theodore Leschetizky®
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This lovely piece ought
to be studied inconjunction
with “Traumeswirren’ (Con-
fused.dreams) of Robert
Schumann. In this, the
thumb, second and third fin-

gers. are developed;in the
other, the fourth and fifth.

| dort der vierte und fiinfte.

Dieses reizends kleine
Firtuosenstiuck sollte im
Zusaminenhang mit ‘Traumes-
wirren”’ von Robert Sehw-
mann geubt werden, Hier
entwickelt sieh der Dawmen
der zweite und dritte Finger,

Ce charmant morceau de-
. A r ' A
vrait etre etudié en meme

temps que “Traumeswirren”
(Songes voilés) de Robert Schu-

mann. lei se développent le
pouce, second et troisiéme
doigt; 1a le quatriéme
et cinquiéme doigt.

La Piccola

Esta linda pieza Jebicérase
estudiar al mismo tiewyo que

V “Trawmeswirren” (Sueilos nwu -

blados) de Robert Sehumann.
Agui se desarrollan el pul-
gar, segundo y tercer dedo;

en aquella el cuartoy quinto
dedo.

(Etude) (Btiide) ] (Etude) (Fstudio)
THEODORE LESCHETIZKY*)
) Op.43,N22
Molto vivace
I . 2 1 2 1 o 2 1 o
1lﬂs D — K : E\\ hl P) h N N T — } }
ANV s 2 T g’ Iy a7
o t’_ f“l ==m=== E ; q
V.
_ £ -
Banl e 2 IR ¢ 2 —v—1% = ¢
y ’ y
. 5 K. # W %
A \.: \h_E RI
| ] . : Lt
Lh-p } Y ™N — +x N Y I | .
7 E—— ’ 3 Y bt L
1y === ! 1
cresc.
. : . \ - =
hb g Y ——2 — —~
.3 < 1] L/
7 ' '
- r3 . -
£ 1 E \1': N \,h- i NE
o WA T i {'}ﬁ’—f’—r—
Yy,
h f etc.
/’—_‘\ /—_\E
f 5 3 : §
-J: B4 P— U Va 'g:lp -[I\f ./
v 1 | T !7 ’V \
%
KB % D. %

*) Published with permission of Ed.Bote and G.Bock,Berlin.

20934



The passing of the 3rd
and 4th over the 5th finger
must be done easily and
smoothly, without stiffen-
ing the wrist.

Das ifbergrezfen des
dritten und vierten Fingers
tiber den funften muss zlatt
und leicht, ohne jedwede
Steifheit des Handgelenks

Le passage du 3me et du
4me doigt par dessus le 5me
doit se faire avec facilité
et egalité, sans raidir le
poignet.

211

E! pasaje del Ser y del

40 dedo por encima del 50

se debe hacer con fucilidad

e igualdad, sin atsesar la
muneca. '

geschehen.
Konzert E moll

F. CHOPIN
Allegro maestoso (d = 126)

Concerto E minor | | Concerto Mi mineur | Concierto M: menor
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Czardas

EDWARD MAC DOWELLY Op. 24, N4

Presto con fuoco
ben articulato
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Allegro non troppo, ma appassionato

Leopold Godowsky
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PERPETUUM MOBILE® >

(from)
(((égs; “Walzermasken” Leopold Godowsky
Allegro vivace (@e ) 5 4 2 120
5,412 3 1 5,4 542 24 4
4 ] ..-2 1,4 J _ !1 3 4 R
gy
1) l'-.. L l Llr T[[ | lM‘n 1 ) —
[y, legat 1
pL T J/@
. uJ/'\J ¢ Y, 4 =
Y - J # < <l <
s === =
| T " _r. | I I Fl | A
5 4 53 5 5 5_;1 2 3 1 5 4 ,

2 ? a2 J,H Ol”’t:ﬂ_‘l I — o1, 4
A\NiD i 1 __F_#' B e St - » i |
ry 1 ] || [ 1 !

/—_\
b e .
e ———r——F—F g—  ——
| i .r | * r’ w
21 4 3 3 2 &5 |4 3 4
3 4 y 2 . g 4 g o
et o 2 EslIT] TS
~ feo1 oL 1o—iteg) J_ = " f4y
O — ! ot
r— p— - = !
I L/”~_—‘\\\
A Y, /—\J - -i_ hA — 7] ;Jr E‘J_ hﬁ- ﬁGL l_h‘l
e 1. ——
l N | '

— ", ﬁ‘ ! e
. 2 |>
= R Y 2y T .
: — 1 - < r ,
A= | e — _ —
—_—z = = =
_r F
. 31 Suizreremrneazeseseaness B 5
T3 1 g 3l 2 9= E 3T, i 2l .
s e [T o dbdd | 2 1
) ﬁ_g; — " = g ﬁ; — ” —
tr—1 ft { 1 - 17 ~
© crese. | ——_____| _\\ dim. e rall. — ] It te
I g— y  47d lwe J ) )
|

?- %’o F "IL
*) By permission of the original publisher,R.Lienau,Schlesinger'sche Buch und Musik handlung, Berlin.
20934 -



216
“On the black keys.” “Sur les touches

noires?”

“Auf schwarzen Tasten”

Etude Gb major Op.10 Etiide Ges dur Op. 10 Etude cn solb majeur

“Sobre las teclus
negras.”

Estudio en Solb mayor

No 5 NO 5 Op. 10 N° 5 Op. 10 N9 5
F. CHOPIN
Vivace (4 = 116)
sempre legalissino . 5 5
o
4 2 o &3 2R £3, 5
—to{— o ?l =
[ o . —
2 L %
1
E_FE
2@ 3 2
Y = °
S : =
5
o %
Tlrf in ] . : = 1 [ * . = .P -
/ BT ! 1 1 o
e vV T t
N v ————¢4-, — any
152 14 1 —
1
— dim.
‘g. T T 77—t i
) b - X C—on '
P < O —of— o
] = “ig: %
=
2, ®3 5 . 3 5 N
| -1.'; r—- o 5 4 - 4 W28 4 4
/ 'L; R — I ! L . —l' 1
£ 75 - e }
© 1 a4z 1 —
dim. Y ete.
/—\
12—
b o ;
KD —mr O w5 t
[ 4 V.U b .4 N L 1
- 1% TS T
he 4
/4 & W

20934 -



Rhapsody N9 12

Rrapsodie NO 12

Rhapsodie NO 12

217
Rapsodia NO 12
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