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Several years ago I had in luiiul wrilinj; a ptil ifiopical work tor

piano leathers. In order lo onhaiiic ihc valne of ihc work I then

asked some of the worhl's grealesl piano virtuosos to have their

hands photographed in various positions on the keyboard of the

piano, showing the action of fingers, hands, wrists and arms. Tliis

they graciously consented to do. and the photographs were taken
expressly for publication in my work.

For reasons which I need not i;o into lierc I lost interest in

(inishing the book I had in mind, and finally decided to give up
the idea of such a pid>liralion,

I am giving these remarkable photographs in the present edition,

the sixth edition of the Master School of Modern Piano Playing
and Virtuosity, knowing full well that they will arouse the curiosity

and command the attention of all who aspire to pianistic pro-

ficiency. Thev will be distributed among the seven books of the

Master School. ALBERTO JONAS

FERRUCCIO BUSONI

Meant to show how the fifth finger may be incorrectly placed on
the very edge of the key, although the general position of the
fingers, hand and wrist is correct.

Correct position of fingers, hand and wrist, and correct passing of
the thumb in "passage work,"

EMILE VON SAUER

Correct position and correct lifting ot the
second finger.

Meant to show how the fifth finger may be
lifted too high.

EUGENE D'ALBERT

Meant to show how the thumb may be in-

correctly placed on the very edge of the
key, although the general position of fingers,
hand and wrist is correct.

Correct position of fingers, hand and
wrist.

-y

Correct position of fingers, hand and
wrist when playing on the black keys.

-<-

Meant to show incorrect position. The
wrist is too high, the fourth finger is

"caved in," the fifth finger is hanging
outside the keyboard.

A Correct position of Hni^ers. haml and wrist. This unique photograph of the greatest interpreter of

I Beethoven's masterworks, since Lisiit, and one of the greatest piano virtuosos of modern times, was
^ taken expressly and exclusively for the Master School of Modern Piano Playing and Virtuosity.



IGNAZ FRIEDMAN

Correct position of fin-

gers, hand and -wrist

and correct passing of
the thumb in "passage"
work.

Correct position in "in-

terlocked" playing. No-
tice that the left hand
is over the right hand.
This is usually the best
procedure.

Correct position of fingers, hand and wrist. This photograph of the fore-

most living interpreter of Chopin, and one of the most brilliant of living

piano virtuosos, was taken expressly and exclusively for the Master School
of Modem Piano Playing and Virtuosity.

ERNEST VON DOHNANYI

Correct position in "in-

terlocked" playing. No-
tice that the left hand
is over the right hand.
This is usually the best
procedure.

Correct position of fingers, hand and wrist. This rare photograph of one of the outstanding
Hungarian piano virtuosos, since Liszt, was taken expressly and exclusively for the Master
School of Modern Piano Playing and Virtuosity.

Photos © Vndcrxvood nitd Uudcrzcoot!, X. Y.



FANNIE BLOOMFIELD-ZEISLER

Correct position of right hand.

Meant to show incorrect passing of the thumb
in "passage" work, although fingers, hand and
wrist are correctly placed, and the fingers are

lifted correctly. The outward joint of the
thumb is bent so much as to make the thumb
appear crooked. Compare with "correct" pass-
ing of the thumb. Correct position of left hand.

ALBERTO JONAS '»

Correct position of fingers, hand and wrist. Correct position of fingers, hand and wrist, and correct lifting of

the fifth finger.

Meant to show incorrect position. The knuckles are depressed,
instead of being slightly raised above the back of the hand. The
fifth finger is badly placed (compare with "correct position").

Meant to show the "caving in'' of the outer joint of the third finger.

This faulty position and action of the finger results in a weaker
tone, an uneven touch and an unsightly manner of playing.

Vhoios ;ri Cnilrnr.-Oii ami Ciulr iu'j, w v.
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PREFACE
In the JNIaster School of Modern Piano Playing and Virtuosity I have tried to embody the experience

and achievement 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 included in his repertory. In prac-

tically every case the 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 Exercises," each of which, 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," all of them, according to the instructions
g;iven, to be played every day. And, aside from fhese, there are the collections of exercises by Herz, Pischna,
Plaidy, Le Couppey, Rosenthal-Schytte; there is the immense library of Czerny's other exercises; the twelve
books of original exercises by Liszt; the elaborate exercise compilations of Germer, D6rin», 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 exercise 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 you.

I say once more: there are no "daily exercises." Once a field is conquered, a difficulty overcome, seek
other fields. Personal experience will soon teach you that some exercises have ceased to give you any trouble,
even 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 be remembered that an



exercise which may bring one player results may be superfluous in the case of another. This explains tlie

scope of the present work.

Yet when are we to recur to certain exercises? The following may be regarded as a good general

rule to observe: one should have two, three, four or more sets 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, although given in good faith, are apt to mislead the piano

student and to do much harm.

It is true that the great virtuoso who has reached the plenitude of his powers no longer practises

stereotype exercises. But he did practise them when he was young, when he was fighting his way to the heights

which he finally scaled. And he is mistaken if he thinks that he no longer practises exercises, just as mistaken

as when he asserts that he never practised any. Every virtuoso does, for he is inventing exercises every day,

which bear directly on some difficult passages of the piece which he is practising. "Why not begin in the

same way, then?" asks the neophyte. Because he would lose the benefit of the technical means which the

great virtuoso at one time employed, until the day dawned when they ceased to benefit him.

When should 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

jealously 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 Beetlioven, Chopin, Lis7;t, 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 value. I 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

extent.

Yet what makes the Master School of Modern Piano Playing and Virtuosity distinctive, 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 Saner, 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 Fetis published their "Methode des Methodes," 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 musician'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 result 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.

VI



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 reach this height of virtuosity, be-

cause the special gifts for it may be wanting in you,

your mentor should help you to become a capable,

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 circiunstances 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 Music.
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How to Use the Master School

Schedules for Daily Practice

The success of the Master School has exceeded every

fond expectation. It is used in the world's foremost

Conservatories of Music.

Yet, the large number of letters written to me by

teachers who asked for information as to the best mode
of using 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 benefit 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 valuable 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, Czemy, Cramer, Clementi, etc.,

etc.) 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 become 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 hoiv 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

author's conviction that without some kind of systematic

distribution of the daily work, with nothing but whim,

caprice and sudden impulse 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

in 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,

in the morning, should be the longest. Therefore it

is not advisable to practise, first one hour, later an hour

and a half, and finally two hours. The reversed order

is preferable."

"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 afternoon, is the best 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."

VIII



SCHEDULE FOR TWO HOURS OF
DAHT PRACTICE

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

Monday and Thursday

MASTER SCHOOL Minutes

EXTENSIONS I Book I). 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). One or two exercises in

the order given. 5

SCALES (Book II). By practising a different major and

minor scale every day (taking them in chromatic order

diversifies the task) all the twelve major and twelve minor

scales will be practised in two weeks.

Monday: C major and C minor, as on pages 16 and 17.

Thursday: E flat major and E flat minor, as on pages

18 to 21 inclusive.

It is taken for granted that the preparatory exercises

have already been mastered.

ARPEGGIOS (Book III). Monday: 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, practice them only

in the manner indicated on page 28, on Monday, and

on page 30 on Thursday.

Finally, practise them, in the third cycle of two weeks,

as indicated 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 SCALES.
On Monday only. (Book II). One or two exercises in the

order given.

THIRDS
On Thursday only. (Book IV). One or two exercises in

the order given, or, scales in thirds.

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

ETUDES
(Henselt, Op. 2, Choidn, etc.)

or

BACH
(Inventions, Well Tempered Clavichord,

Suites, Partitas)

PIECES

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

10

30

50

to the pieces (preferably in two periods, either of equal

length, or of fifty minutes and thirty minutes).

Tuesday and Friday

MASTER SCHOOL Minutes

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 position" by Liszt (pages 27-28); or by Herz
(pages 36-38); or by Tausig (page 38); or by Philipp

(pages 39-40). 15

FINGER EXERCISES
On Tuesday only. (Book I). One or two exercises. (Re-

peat those taken on Monday and Thursday, or choose
others, in the order given). 5

SCALES (Book II). Tuesday: C sharp major and C sharp
minor, as on pages 26-34.

Friday: E major and E minor, as on pages 36 and follow-

ing, and 41 and following. 10

ARPEGGIOS (Book III). Tuesday: C sharp major and C
sharp minor, as on page 17.

Friday: E major and E minor, as on pages 18-21 inclusive. 5

TRILLS.

On Friday only. (Book III). One or two exercises in

the order given. 5

STACCATO WORK OR OCTAVES OR CHORDS (Book
V). One or two exercises. (Repeat those taken on Mon-
day and Thursday, or choose others, in the order given). 5

Regarding Etudes, "Bach" and Pieces, see previous notice. 80

Wednesday and Saturday

MASTER SCHOOL Minutes

FINGER EXERCISES (Book I). One or two exercises fob

lowing those taken on the other days. 5

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

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 III). Wednesday: D major and D
minor as on page 17.

Saturday: F major and F minor, as on pages 18-21. (In

the second week begin, on Monday, on F sharp major
and F sharp minor). 5

FOURTHS OR SIXTHS OR MIXED DOUBLE NOTES
(Book IV). 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 tlie

order given. 5

''.4CCURACY-~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, distribute the lime allotted

to them among the six salient features of icclinir: finger

exercises, scales, arpeggios, trills, ihiids and octaves; or

increase the time to be given to the [lieces.

Regarding Efudes,"Bach" and Pieces, see previous notice. 80

IX



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 choose between Etudes 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 being, neither Etudes nor composi-

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-

quire it.

SCHEDULE FOR FOUR HOURS OF

DAILY PRACTICE

(Devote, besides, from 10 to 15 minutes

to Sight-Reading)

.

Monday and Thursday

MASTER SCHOOL Minute

EXTENSIONS (Book I). 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). Two or three exercises

in the order given. 10

SCALES (Book II). Monday: C major and C minor, C

sharp major and C sharp minor, as on pages 16-17.

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 heen 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.

ARPEGGIOS (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 been practised, in the manner indicated

on pages 17, 18 and 19, in one week.

Tliea durin°: the week following, piaclise ihem only in

lliti luaiiiier indicated »ni pat^e 28, ou 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 exercises

for arpeggios have already heen mastered.

SINGLE-FINGER CHROMATIC SCALES (Book II). One
or two exercises in the order given. 5

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

given. 5

THIRDS (Book IV). Two or three exercises 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 Etudes nor compositions

by Bach are taken up, devote two 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 Minutes

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).

FINGER EXERCISES
(Book I). Two or three exercises (either repeat those

taken on Monday and Thursday, or choose others in the

order given).

SCALES (Book 11). Tuesday: D major and D minor, E
flat major and E flat minor, as on page 26 and following.

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

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

ing.

ARPEGGIOS (Book III). 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.

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

THIRDS (Book IV). One or two exercises in the order

given, or scales in thirds.

STACCATO WORK OR OCTAVES OR CHORDS (Book

V). Two or three exercises in the order given.

Regarding Etudes, "Bach" and Pieces, see previous notice.

Wednesday and Saturday

15

10

20

10

10

10

MASTER SCHOOL
FINCER EXERCISES (Book I),

in llie order given.

Minutes

Two or three exercises

10



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.

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.

SIXTHS (Book IV). Two or three exercises in the order

given.

FOURTHS (Book IV).

(On Wednesday). Two or three exercises in the order

given.

MIXED DOUBLE NOTES (Book IV).

(On Saturday). Two or three exercises in the order given.

STACCATO WORK OR OCTAVES OR CHORDS (Book

V). One or two exercises in the order given.

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

given.

20

10

10

10

10

REPETITIONS (Book III),

order given.

One or two exercises in the

"ACCURACY—HOW TO PLAY WITHOUT STRIKING
WRONG NOTES." (Book II). Such exercises, in the

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

If the study of sixths, fourths, mixed douhle-notes, turns,

etc. has not yet heen taken up, distribute 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 he 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

should, 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 Preface 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 pieces 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 1.5 to 20 minutes

to Sight-Reading)

Practise the same amount of time and use the same

distribution of the technical features as is given in the

Schedule for four hours of daily practice.

ETUDES
BACH
PIECES

Minutes

40

40

120

(These two hours are best divided in two periods,

either of equal length, or of eighty and forty minutes.

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

One day in the week leave out technical work and prac-

tise the pieces only (see the notice at the end of the

schedule for four hours).

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

undue strain, by many a famous pianist. 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.

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

occupations. The six hour schedule still leaves him
ample time for walks and recreation.

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 thereof (see Chapter on "How to

Practise—How to Perform," Book III).

It will be advisable to devote twenty mmutes 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 Tone," 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 hst.

Finally, again I wish to emphasize the fact tliat 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 be

necessary to practise the new exercise conscientiously

and he should adjust his daily schedule accordingly.
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Exercises in Extension

!)?.-

Streckiibungen

-arr

Exercices d'Extension

Ejercicios de Extension
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^ 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 wajr"

alternately at that joint of

the second and of the fifth

finger, which binds those

fingers to the hand.

Not meant for small

hands.

Streckiibungen

Drehe die Jland aehtTnal

von einer Seite zur anderen,

w'dhrend der Akkord fest-

gehalten wird und zwarso,

dass die Ifand abuech -

selnd beini zweiten und
fiinften Finger, in. dem
Gelenk, welches Finger
und Hand zusamvienhdlty

eingedrilckt wird.

Nicht fur kleine

Hdnde beabsichtigt.

Exercices
d'Extension

Tournez la main huit

fbis dun cote a 1 autre,

tout en tenant fermement

1 accord, de telle sorte que

la main flechisse al-

ternativement a larticu -

lation, du 3^e et du S^^e

doigt, qui joint le doigt

a la main.

Ne se prete pas aux

mains trop petites.

Ejercicios^
de Extension

Dese vuelta a la manaocho

veoes de un lado alotro, soste-

niendo al misino tiempofir-

memente el acorde, de niodo

que la mano ceda y se de-

prima alternativamente

en la articulacion del 22

y del 59 dedo con la ma-
no.

No se presta para
man&s demasiado pe-
quenas.

Preparation _ Vorbereitung — Yre^accsXion -Preparacion

N?l
^

,,_,.ei =»Tr:'

S^^
f=

J *j^j.-^$

1^1^ I

s I^^* • m — m

Reach gently for the key,

without straining violently;

keep the arms relaxed as

much as the strain allows.

Die Taste soil sanft, ohne

gewaltsames Ziehen, er

-

reicht werden. Man halte

die Arme locker, soweit es

die Anstrengung gestat -

let.

N9 2
^

,3

S-

3 %
m- -s-

"^
SL

Arrivez a la touche

doucement, sans effort vi-

olent; gardez les bras sou-

pies, autant que la ten-

sion le permet.

Lleguese a la tecla sva-

vejnente, sin esfuerzo vio-

lento; 7nantenganse los

brazos flojos, tanto como
lo permita la tension.

L# m. (2.

*
£

3 3
m.s. S- bassa

•—9
3 Z

^^ 9- (i-

1

3~2

-Xt

#

—

Q-

^
'¥

^ 0- -&

.2.

'9-

4_3 4
Ŝ-

i E?

5Sg ^ ll*- -P- l9- • Q
etc.

«—

•

3
* ^
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9

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 undkrdf.

tig zu spielen, die Finger

gut gehohen. Der Abstand
von einer Quarte, welcher

nach und nach zwischen al-

ien Fingern vorko7mnt,muHS

besonders deutlich heraunge-
bracht werden.

Jouez lentement, legato

et fort; levez bien les doigts.

Lintervalle de quarte, le-

quel a lieu successivement

entre tous les doigts, doit

ressortir ayec une clarete

speciale.

Toquese despaoio, 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.

d 1

5
4

3 3 41^
9 »

5
* 3 f

4 m I Jll 1 1 1 H Ffnan n=^
, r }f K " p p _

i B " o o > P r- m ^" J J« Jl/ m * m 9 » ~ 1 ~ 1 1 m • r
'^L
• • "U «

\i\ «l « m ^' >
^ ' M 1 .^ _T W J •

V^

;

P pW 'b« r r * ^ * 'b*
•J Hsb Js m. .^M .. m. = . O-. »_J^t.^ ^ ^^fy-s -^

1

2-1•- ^BnBSB ni II iM
1

-—

-

r
41* -, ' '• P m ^_, "_1

1 1 U J M 1 1 1 1 1 1 1 1 1 1 1 1 1

t' 17 P * r * P fl*
1 7* * "J !• 7* J J* Ji/ m " m m 1
1 „ i » i m « 1 • * *k m

1 - . </ .^ 1 .^ 1 .. - , ^ l7«

j__,
p
L ^ "Il?^l^ '^' "ib-«&^ 3

^ ^A^^^ B " ""™ 5 4 g 4

^j^' \JJ1

Not too fast and not too loud.

^e legato 4^4
2l»-F-f-« 21

N?4
g

Nichtzu schnell und nicht zu Pas trop vite et pas trop fort.

kr'diftig. I

5 4

7\^ .se toque demasiado a
prisam demasiadofuerte.

3 3 3 1 iUlM» ~,
i l 3 „ 3^ i»1»

Ŝ

54 3 312341232 5 4 3 2 1234 12 32 5

m.s. due ottave bassa

kfes
'YWrl»]ril^

M
g^^ etc.
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10
1 21334545433

N9 5 -i 7i i- i. . 2 . -^

5 4 B ^ ^

m. s. due ottave bassa
I, H 'V •

5 4 5 4 3 3 13 13 3 4

545433131234 1313 345 45433 131 334 545433

5454 4 ^
I

4 5 4 „ etc.

ip r F 1^1 ^«n^

13133 4545433 5 454 3 21 31234

More difficult than No.

3 because, altho the notes

are the same, there is a

greater stretch between the

fingers. Slowly and legato.

Schwerer als JV9 3, da

der Abstand zwischen den

Fingern grosser ist.

Langsam und legato zu

spielen.

Plus difficile queleN93

parceque, bien que las notes

soient les memes, I'extension

entre les doigts est plus

grande. Lentement et legato.

N9 6 m
^1 3 2 4_3J

\nr'ifi 4 3 1/^3
5 5 ^

Mas dificil que M9 8

porque, si bien las notas

son las mismas, la extension

entre los dedos es mayor.

Toquese despacio y ligado.

Jh 3

3 4 3
& 04

Tn.s. due ottave bassa 5

2*1 — —1'*«3** •34 3

331 534 3 3 1

4 2 3 1

V
p.

!^s_U\^i^UXi'f: fe,3,i 33 ^34 3

^2435^32
m^ Aj_i2 3 1

3 ~; 3

An exercise that is not

easy, but of telling effect.

Play slowly, loud and legato

and without over-fatiguing

the hand.

JEine nicht leiehte^ aber

hb'chst wirksame Ubung.

Stets langsam, stark und
legato und ohne Uberan -

strengung.

Un exercice pas facile,

mais d'un excellent effet.

Jouez toujours lentement,

fort et legato, et sans vous

fatiguer outre mesure.

Sjercieio que no es fdcil

pero de excelente efecto.

Toquese siempre despacio,

fuerte y ligado, y sin can-

sarse sobretnanera.

N9 7

/I ^m
'^-^

m m

"~ ^ m m

——

fc):
.

^ 3^ J- 3

n=
L3* -ml-J-J

••
L -J^^^•^L -JL • .J

[-4—

5^ t 32 :J: zg

^j-^
^4 •^ -mi*;im ^

m m

t*5
J* *

i*;i[ *

i 5k ^•>>a(g I y
ftrffff S »m f I* f »P -F

5 d^
J I J I J I J J l jBJ JJ Jg P

W ^^
30934



^ u s

11

fk¥^?*r
•^ja,«,^

•- -^»--
•"P" 1

-rf- -*
^'!*"

1 -sV* 171
"•i --

i

-r-<-^;=,p^•-^p^=3^—;—

;

i^==ii
-• K*^ '

rtW 4 • 1 J
3
2

^ 1
• •*i<=

w=^
2
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1
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1
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3
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w^ .^^^^
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^^w^
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^^ B-l-

5tJ
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1

^P^1
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2
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J
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i
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3
4 2

3
3
4
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simile
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1»

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 ZusaTnmenziehen deT

Hand bewirken Ausdeh -

nwng und Geschmeidigkeit.

Htwas schneller als die

vorherigen Ubungen zu

spielen.

L extension et la con -

traction alternees de la

main donnent comme
resultat une plus grande

etendue et souplesse. A
jouer un peu plus \'ite que

leS' exercices anterieurs.

El estirar y contraer la

mano alternaHvamente da

por resultado mayor 6x -

tension y flexibilidad.

Se tocard algo mas aprisa

que los ejercicios anteri-

ores.

N9 8

i i

4
1

=f J=« t^
"J. J. J. J. i i-i i.i i-i i. J. J.ii.ii. J. ^:

a
!>**»***** I 8

ii%i% i % î

3 i4 5 -i

1

T • ^ 5 3

t^FTt
**»*

rm

vt:;bi5s-!J^-Jl,-J-. ===a===^__l^ 31f*^^
p ^^ 1 } m Hiiiii J

rTTfn

J J < 1 »

i

-* 1 < 1

»

- 1 * 1 1"

3 1
5 4

2 1

5 3

w=^
5
2

^* ^
=— etc.

g * "^ > F ^
?f^

2 1

5 3

Difficult, but it gives

great strength to every

muscle of the hand Play

Andante, legato and loud.

Schwer, gibt aber Jedem

Muskel der Hand grosse

Kraft. Andante, legtdo und

kraftig zu spielen.

N9 9

Difficile, mais donne

une grande force a tous

les muscles de la main.

Jouez Andante, legato et

fort.

Dificil, pero da gran

fuerza a todos los 7nus -

culos de la mano. To -

quese Andante, ligado y
fuerte.
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^
fl

\7 35f3 biU^Jj
—«

o
y v»^'—^^ •bb? [^^—

•

5 -*•

—

# -
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The arm should move
back and forth with ease,

in order to lighten the

strain.

Z^er Arm soil leic/it

/tin und her schwingen

,

ui/i die Streekung zu er-

leichtern.

Le bras doit se mou -

voir aisement, pour aider

et diminuer 1 'effort d 'ex-

tension.

El brazo debera mo -

verse con fdcilidad, para

ayudar y disminuir el

esfuerzo de la extension.

N? 10

(5 -
3 5, e. 4

•-
3
1

3 ,

4
3 5

•
B.

r f
- ^

•^

1/ rf * v

\̂t\ 1 aVI ; 1

^^^ L^

1.

f I

e.

egat

3 o

?

, \

1
2

3
3
4

J
- legat

k\' ^ V ^ '-' V ** » * 9 ^ p•|« ^ * f;
^ ^/ c; ^ *

^

^s^ as-
=== Lad Baa

3 L ^J^:^^eui?3 lb.b* f 1 f: '':& ^

ib

ŷ 1

3 ^

s
.& 1 3 ^ 4 -- 3 i &

zpc
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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.

Eine wirkungsvolle

Ubung, nicht allein fur
Streckung der Hand, son-

dern auch fur Gelenkig-

keit des Daumens and der

Vorderarmmuskeln.

Un exercice efficace,

non seulement pour I'ex-

tension de la main, mais

aussi pour la souplesse du

pouce et des muscles de

1 avant-bras.

Ejercioio eficaz, no solo

para la extension de la

mano, sino tambien para

la flexibilidad del pul-

gar y de los musculos del

antebrazo.

N911

legato e pot staccato
5
-a

^ etc.

9&r

m.s.

m
3 2

2
5

r 11^"!*
'

i
#-

^^m
a
-5-

v-O
I

V^^r inif:
3 2

tei ^^Xh etc.

1 w
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FBRRUCCIO BUSONI

Original exercises, ex-

pressly writteh for this

work.

Originalubungen,

eigens fur dieses Werk

geschrieben.

Exercices originaux,

ecrits expressemeiit pour

cette oeuvre.

Bjercicios originales,

escritos especialmente

para esta obra.

m. s.^ ^f

I. .
s ^i- ^i^i

^^
3 3 4 2 3 2 4

5 3 5

m. d.
4 B 4 5 4 5

3 3 ^3^ ^3^3 4'

*
2 ^ -"- 3 * ' ^ '

:z±^ zr • • :fc-o- -^

5 2 5

3 3 4 3 3 2 4^m
-3 2 1

j j . = 11

4 "p" .

la

i^^ ^ \

r r~^i^ fTyr
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Orig-inal exercises,

ejqjressly written for

this work, by

Originalubunffen

,

eigens fur dieses Werk
geschrieben, von

Exercices orig-inaux

ecrits expressement pour

cette oeuvre, par

ALFRED CORTOT

JEjercicios origi -

nales, escritos especial-

uiente para esta obra,

por

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

fifth fingers. (A. J.)

legato
,5 4 5

m.a,.434,

Ohgletch die folgende

Ubunff ficr den Daumen
zu sein scheint, so ist sie

doch als StreeJcUhung fur

den dritten, vierten und

funften Frnger von huck-

ster Wirksamkeit./A. J.)

Quoique 1' exercice

suivant semble etre des-

tine aux pouces, il est

ne'anmoins de la plus

grande valeur, comme
exercice d'extension,pour

les troisiemes, quatriemes

et cinquiemes doigts.(A.J.)

sempre legato

Aunque el siffuiente

ejercicio parece hater side

escrito para los pulgares,

tiene, sin emiargOtgrandi-

simo valor corno ejerci -

cio de extension interdi-

gital para los dedos ter-

cero, euarto y quinto (A.J.)

a 1 3 13 13 1 3 1 3 1 3 1 3

legato

toto ="=^mf\m{
13 1 3 1 3

sempre legato

1^3 1 3 1 3 1 3 1^3

simile

1 3 1 3 1 3 1 3 1 simile
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i^Wj*^

1.31 3 1

legato
m.s

sempre legato
1 3 1 simile

1;ij^^.^ .i
)tig f̂fi,^/^^:^^.^=«¥

4 3

/e^«^o 5 4
g

4 ^
4 ? simile
5
sempre legato

bgk^..j^,,^..^
?^'

IM^g_J ^*
|

J ^ '^'
;| |:^'al l^H?i^.ff^J w
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LEOPOLD GODOWSKY

Original exercises, ex-

pressly written for this

work..

To be practiced Lento,

Moderato, Allegro and Pt^f,

f {A. J.)

Origina I'libungen,

eigens fur dieses Werk
geschrieben.

Ube in Lento, Moderato,

Exercices originaux,

ecrits expressement pour
cette oeuvre.

Etudiez Lento, Mode -

Allegro und p,mf,/.(d.j\ rata, Allegro et p,mf,f.{A.J.)

Ejeroicios originales

,

escritos especialmente para
esta obra.

Estiidiense en Lento,
Moderato, Allegro y con
los malices p, inf,f. (A.J.)

F^
5
3

6
3

5
3

5
3

1—•-m -•—1-

5
2

5
2
Man

1^—1

5
2

P
•-!

5
2

.—^i
^^

—

111

J- -i

- "t

m f 1

9- -t

1 •
9- -t

71

9- -4

9-
-f

F4r4

9- -0-

t ^ f: bLb Lb'LlaLbLbL
J-—=^ ^i^ ^^ ^^^H

=^^ ^^^
— ^-Hl

3
6

2
5

2
B

4
3

4
2

4
2

4
2

J. ^- J. * J. ^ J. ^^
2

^^ g f i?» f ii

4 5 4 5

3
4

4 5 4 5

3
4

2
4

2
4

2
4

2 12
5 4 5 4 5 4 5
2 12 3 2 12

4545454545454543212 3212 32 3 2 32 3
5
2

3 ?3f|3 3,2 ,3 23233q2^-i K *bA -* f 4 iDA L* 5 4 •4 3 4 ,^i>gi,^sbi Uj,hAa^f g>
1IIE^C^

4 54 6*
34343
2333*

5454 5

3 23 2 3

Eosenthal-Schytte, *>i
School of Modern Pianoforte Virtuosity

' Schule des hoheren Klavierspiels

5 4 5 4
4 3 4 3
3 3 3 22 a a a 2 ^^ ITTI ^^*^'

.. rPTl Pm ^— j ^'^^- — 2 3 3 3 2 etc.

^ . • • 2 3 2 3 2 ^^^
3 2323
4 3434
54545

5454643434
3 2 3 2 3« etc.

23 2 3
3 4 3 445454

54545
4 343*32333

2 3 2^3
3 4 3 4
4 5 4 5

^1
etc.

* 54| 4343*3
2 3 2 1 2 etc.

s|90 ±'Mt.<f^},

3 2 3 2
4 34 3
5 4 5 4

3 3 3 2
4 3 ^3
5 4 5 4

3 2 3 2
4 3 4 3
5 4 5 4
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Daily Studies
j

Tdgliche Studien \ Etudes Journalieres I

CARL TAUSIG*)
Estudios THarios
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I. Philipp recommends

that all the exercises be

practised in the manner

of N9 1; they should be

transposed in all keys.

I. Philipp empfiehlt

,

dass alle Ubungen in

derselben Weiae wie N9

1

gespielt iverden; die IT

-

bungen soUen nach alien

Tonarten transponiert

werden.

Exercises in Extension I. Philipp

(By permission of Theo. Presser Co.)

I. Philipp recommande

que tous les exercices

soient travailles d'apres le

N? 1; on pourra les trans-

poser dans tous les tons.

T. Philipp recomienda

que se estudien todos los

ejercicios segun el modelo

NO 1- ffansportense los e-

jercicios a todos los tonos.

N91

P ^=U^^ k

i ^ ^4£j j
^ m, ^
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^ S 3E
1

^ S ^3E

To be practised stac -

cato, legato, slurred in pairs

thus : ^^ and with var -

ious rhythms: P P ff i

Staccato t/nd lega.to,des-

weiteren in Gruppen von

zwei geachleiften 2foten:

f^ff sowie mit nachste -

hendem verscMedenartigem

Bhythmus zu iiben : PPffi

Inkm

A travailler staccato,

legato, lie 3 par 3, ainsi:

ffff et avec divers

rythmes: [Tf^J jff f 5

UjMma.Fj
A ^j?.

.3^ vi^

xSfe estudiara staccato,

legato, en grupos de dos

notas ligadas: Pf^py con

varios ritmos: P P PP \

A -.3.

^3 ^ ^3 ,

(I.F.)

A.Uegn

frirt

4

+i
- 3 ^rHS //^^ 1

*J -•
1
^
^

^ a =b^ 2

—

•

3

5

//—«!

3

^ 1 *—8—

<

1
L ;

5 ' '
# -

3 1

! .

- ^1
• 4

3
^f

'

'

i
--•

a

1—

3

U
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Exercises with Fixed Position of the

Hand

wm-

Ubungen mit Stillstehender

Hand

Exercices de Position

Fixe

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 in prac-

tising them to avoid stiff -

ness and lameness. The
usual position given in the

older piano methods was:

ijbungen mit
stillstehender Hand.
Sie sind ungemein niitz -

lieh um die individuelle Krafl

der Finger, der Hand und
der Arme zu entwickelnund

sollten von keinem Klavier-

schuler vernaehlassigt wer -

den. Dennoch muss man
Sorgfalt beim Uben derset

-

ben anwenden,um Steifheit

und lahmgefiihl zu vermei-

den. Die gebrduchlichste Stel-

lungin den dlteren Klavier-

methoden war:

Exercices
de position fixe.

lis sont de grande val -

eur pour developper la force

individuelle des doigts et

celle de la main et du bras,

et aucun eleve de piano ne dev-

rait negliger de les travail-

ler. Pourtant, il faut faire

attention en les etudiant,

d'eviter la raideur et le

surmenage. La position usu-

elle donnee dans les vieilles

methodes de piano etait:

Ejercicios
de posicion fija.

Son de gran valor para
desarroUar la fuerza indi -

vidual de las dedos y la de

la m.ano y del braze, y, por
to tanto, ningun discipulo de

piano debtera descuidarlos.

Sin embargo, es menester
tener- cuidado, al estudiarlos,

de no contraer con rigidez,

ni de rendir de cansancio los

museulos. La posicion usual

dada en los antiguos meto -

dos de piano era:

$ «ff^

"J- Ul8

In this position the separate

fingers were made to strike

the keys a nimiber (-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 smaU 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 Oradus ad Parnassum:

und man verlangte nur, dass

die Finger mehrmals hinter -

einander die Tasten anscMagen,

wobei die Bindeglieder zwischen

den Fingern nicht geschmei-
dig und selbststdndig, den
Fingern selbst keine Oe -

schwindigkeit und Flasti -

zitdt gewdhrt und nur wenig
Kraft gewonnen wiirde. Sei
dieser Art von Ubungen mit
stillsteTienderHand ergiebt die

Ftude, welche man bei Cle -

m,enti in seinem Gradus ad

Parnassum findet die besten

Resultate:

con velocita (J =60)

et les doigts devaient frap-

per la touche un certain nom-
bre de fois,l'un apres I'autre

ce qui n'augmente ni la flex-

ibilite et activite des liga-

ments entre les doigts, ni

la rapidite et souplesse des

doigts eux memes et aug-
mente tres peu la force. De
cette sorte d'exercices de
position fixe, les meilleurs

resultats sont obtenus par
I'Etude donnee par Clementi

dans son Gradus ad Par-
nassum :

y los dedos debian herir la

tecla cierto numero de veoes,

uno despues del otro, la cual

no aumenta ni la flexihili -

dad y actividad de los liga-

mentos entre los dedos, ni
la rapidez y soltura de los

dedos mismos, y aumenta
m,uy poeo la fuerza.

De esta clase de ejercicios

de posicion fija, los mejores
restdtados los da el estudio

de Clementi, en su Gradus
ad Parnassum:

Gradus ad Parnassum M.Clementi

5
4

^ ^^m i t**t*
^Prrrrr3 3 3 3 3 3

5 5 6 6

/
T5
7mnT

')H^''
°-^ # i i ^

XJ"

6
4 ^t**» i »

^ i
"XT"

i
f

mm ^nnrtmir
^=i

etc.
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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:

I'ranz Liszt gibt in seinen

"Technische Studien den U -

bungen mit stillstehender

Hand neues Leben, i?idein er

den vorziiglichen Uinfall hat,

verschiedene Mhythmen und
Schattierungen im legato zmd

im staccato anzuwenden. Ss
sind dies atisgezeichnete U -

bungen, welche ich auf das

deste empfehle.

Dans ses MitdesTechmgues

Liszt infuse une vie nouvelle

aux exercices de position
fixe en employant lexceUente

idee de rythmes differents,

en legato comme en staccato.

Ce sont des exercices excel-

lents et je recommande qu'on

les etudie.

^n sus Estudios Tecnicos,

Ziszt da vida nueva a los ejer-

eieios deposicionfija empleamr

do la exeelente idea do ritmos

diferentes, en legato como
en staccato. Son ejercicios

magnificos y recomtewio que

se estudien.

Technical Studies

4 5

t t^ a 3.

')U' 8»

Technische Studien
|

Etudes Techniques

FRANZ LISZT

Estudios Tecnicos

tlfftTTTTTTTTTTr

^
^

ẑrrrfzrrTT
^

crescendo

^S s
-3-?=
4 3

t IE:^ ^^ ^ y^

n^ -

liuuw^£ ^E ^

i s ^ A A =;v^^ w ^umum^
f diminuendo -^

LJETLETLS'C^ a£r2£rffirs£r

V^ s
," ' ^

difninuendo .^^ 'f/ ^ ^AAA^ ^U[UUm' sss IcaoE^^"^
,> if if if

i^AAA =—A= m. -\ A A A ^Fm. -\ V A A-

rrrrrrrrrrrrrrrr

if tf if^^A A A i;^
if if if if

m.
^f -f "f f

A A A A

if if if if
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-Trrfrrrrrrrfffff=

|^E!^a BS^BS BS^B ^^^^9
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ptp
"^ /Q ^^^^^^^^^Q ^^^^^^^^^9 ^^^^^^^^^9

^
p

^
crescendo

m ^ m ^^

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 (which Chopin
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:

30934

Chopin gab seinen Schii -

lerndiefolgende bestimmte

Handntellung win die Fuiger

einzeln zu heben-.

Chopin donnait a ses e-

leves la position fixe sui -

A'ante, pour lever les doigts

seuls:

i P§ff=

4>; tfOS
Chopin

-T-3-
5

So bleibt die Lage der Hand
besonders gleichmdssigj aber

diese Art selbst, ist beim Ge-

bra%u:h verschiedenerSJ^hmen
(die Chopin nicht angab) we-
nig geeignet, besondere Re -

sultate zu erzielen.

Andere P'ddagogen haben
es fur gut befunden Post -

tionen mit grosser Ausdeh -

nung der Hand zu wdhlen:

6 4
4 3
3 8
3 1

Elle garde la main placee
dune facon egalisee remar -

quable,mais meme en faisant

usage de rythmes differents,

(que Chopin ne donnait pas)
elle est peu apte a produire
des effets marques.

Dautres auteurs pedago -

giquesont trouve bon de choi-

sir des positions tres eten -

dues:
5

1 2
2 3
.S 4
4 5
6

^ Brassin

Chopin daba a susdisci'pu-

los la posicion fija siguiente.

para leuantar los dedos solos-.

Esta posicionmantienelamano

muy igua/,pero aun si con ella se

usan dij^enies ritmosfpqu£ Cho-

pin nopedia) es poeoapropiada
para producir efeetos nota -

bles.

Otros autores pedagbgicos
han ido hasta eseojer post -

curmsexajeradamente abiei'tas.-

^ Zarembski
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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 one of the

best. Its stretch is enough
to strengthen the hand and
the forearm, while the var-

ious rhythms are calculated

to develop elasticity as well

as speed. The idea ofplay-

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 unable to 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 he sure that
your wrist and arm are
kept flexible and relaxed.

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.

aber sie sind naturlich nur

fiir abnorm grosse Rdnde
passend und selbstfiir solehe

ist die Gefahr der zu weiten

Ausdehnung und TTberan -

strengung gross.

Ich habe die folgende Stel-

lung als eine der besten ge-

funden. Sie spannt die Sand
genilgend, um sie, sowie den

Thrderarniykrdftig zu machen,

wdhrend die verschiedenen

Rhythmen dazu berechnet sind,

sowohl Elastizitdt als auch Ge-

Idufigkeit zu entwickeln. Die

Idee, mil demselben Finger

die ndchste und die entfern-

teste Taste anzuschlagen,wlrd

bei keinem der zitierten Auto-

ren gefunden und ist dabei

von grosste?n Bert sowohl fiir

sanftes Strecken, als auch
um den Bindegliedern zivischeii

den Fi7igem Kraftwnd Geschfnei-

digkeit zu geben. Sie furdett

auch die SeitenbeioegutTg'^erFin-

ger, die getvUhnlich beim JCla -

vierspiel vernachldssigt wird,

obgleich sie der Steifheit und
Frniattung vorbeugt. Sdnde,

welche nicht leicht den vollen

verminderten Septimenakkord

?nit der Verdopplung des
G7'undtones g7'eifen konnen,

sollten ihn nicht zum iiben

gebrauchen, sondern die

ztreite angegebene Position

beniltzen, tnit welcher genau
dasselbe erreicht tvird.

Man halte die Tasten mit

geniigender Kraft nicderge-

driickt, damit sie nicht wieder

emporkomjnen, dennoch ohne
ilbertreibung in der Kraft

-

entfaltung. Wdhrend dieser

Starke Druck mit den Fingern

ausgeiibt wird, halte man
das Handgelenk und den Yor-

derarm locker und lose. Man
hebe nicht das Handgelenk,

halte aber die Knochelder Fin-

ger etivas erhoht. Die Finger

sollen gewolbt, nicht gekrii?nmt

gehoben werden und micssen

die Tasten mit Fntschlossen

-

heit anschlagen. Diejenigen

Muskeln, welche die einzelnen

Finger regieren, miissen fest

und hart beim Anschlag sein,

aber ganz locker und nach -

giebig, wenn der Finger ge-

hoben wird.

mais elles ne se pretent, e-

videmment, qu'a des mains d'une

grandeur anormale, et meme
pour celles-ci U y a grand
danger dexagerer la tension

et de produire des resultats

facheux.

J'estime la position suivante

comme une des meilleures.

Elle etire la main assez pour
la fortifier, ainsi que I'avant -

bras, et les rythmes sont cal-

cules de faqon a developper
elasticite et vitesse, en plus

de la force. L'idee de jouer,

avec le meme doigt, la touche

la plus proche et la plus eloi-

gnee ne se trouve dans aucun

des auteurs cites; elle est

du plus grand secours pour
etirer doucement les liga-

ments entre les doigts et

pour les rendre souples et

forts. Elle developpe aussile

mouvement lateral des doigf s,

generalement neglige dans le

jeu du piano et qui,pourtant,

empeche la fatigue et la rai-

deur. Les mains qui ne peu -

vent pas facilement frapper

I'accord entier de septieme
diminuee (avec repetition de

la note basse) ne doivent pas
s'en servir pour I'etude, mais
prendront la seconde position

indiquee, et on ne doit pas
croire que pour cela on ac-

complira moins.

Enfoncez les touches avec

fermete; o'est-a-dire, deployez

assez de force pour que les

touches ne remontent pas,

mais n'exagerez pas cette

pression. Pendant que les

doigts pressent les touches

fermement ayez soin que le

poignet et lavant-bras res -

tent souples et detendus.'Ne

levez pas indument le poi -

gnet, et, par contre, gardez

les articulations qui joignent

les doigts a la main,un peu
elevees.

Levez les doigts courbes,

non pas crochus, et frappez

les touches avec decision. Le
muscle qui gouverne chaque
doigt peut etre dur au moment
de frapper, mais devra etre

flexible et detendu lorsque

le doig't se leve.

pero estas no se prestan, e-

videntemente, mas que para
manos de extension anormal
y aun para estas queda el

peligro de exagerar la tension

y danar la ?navo.

Estimo la posicion siguien-

te una de las m.eJores. Estira

la mano bastante para forta-

lecerla, asi como el antebrazo

,

y los ritmos estdn ideados de

tnanera de desarrollar elasti -

cidad y rapidez, ademds de

fuerza. La idea de to ear

,

con un tnismo dedo, la tecla

mas proxima y la ?nds dis -

tante, no se eneuentra en
ninguno de los autores ei -

tados; es degrandxsima ayuda
para estirar suavetnente
los ligamentos entre los de-

dos y para darles flexibi -

lidad y fuerza. Desarrolla

tatnbien el movitnento lateral

de los dedos, el cual, de cos -

tutnbre, se deseuida al toear

el piano, y que, sin em,bargo,

evita el cansancioy la rigidez.

Las manos que nopueden her-

ir con facilidad el acorde

entero de setitna disminuida

(con repeticion de la nota baja)

no deben servirse de el para
el estudio, sino tomar la

segunda posicion indicada, y
no hay que figurarse quepor

eso se obtendrdn resultados

menos ventajosos.

Hundanse las teclas con

firmeza; es decir, con bas-

tante firmeza para que no
vuelvan a subir, pero sin exa-

gerat- la presion.

Al oprimir los dedos firme-

mente las teclas, culdese de

que la muneca y el antebrazo

queden flexibles y flojos.

Xo hay que levantar inde-

bidame7ite la 7>iuneea; pero
procu7-ese que quede7i alga
alzadas las a7'ticulaciones

que unen los dedos a las 7nanos.

Levdntense los dedos algo

e^icorvados, pero no detnasi -

ado, y hierase las teclas con

decisio^i. El 7nusculo que
rige cada dedo puede estar
du7-o al 7no7nento de golpear,

pe7-o tiene que quedar flexible

y flojo cuando se levanta
el dedo.
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Right hand- RecMe Hand— Main droite _ Mano derecha

Fifth finger _ Funfter Finger _ Cinquieme doigt _ Quinto dedo

yfe^
I

^V^^ f rT f ,mtti^fi**)
^^^^

#
fffrff.„Yffrfr

(t£ itii« « \?l.mifi9:fL bi^f.f^*^)

i
irTcrrEf.|

|

.TfffrF
|

ffW.»T grr pr .

||
.t prrr .

.i
. r f ' r .

||
.t r r pr....? pl#j1

Fourth finger _ Vierter Finger _ Quatrieme doigt _ Guarto dedo

\ V,
^1g] i rrrr ,i.rr.„.rr : /f r

,

,
. T f ..^f^f^

^ r r r r
,|

|

.r rrr rr:||.Tm \\-^. r rr r rr
.-h.

r rrr rr

,

I
T [If cr.|

|
. r rrr tf

.n-.
r f rf rf ^a^rprrpr .

ii
^prn

ti-

^i rprrpr,
|

:rprrpr..r"prrpr,
|
.rirr^

Third finger _ Dritter Finger _ Troisieme doigt _ Tercer dedo

4
^l

]fi^f
0—0- t^ f itt

:^ii>» •• • • m » ,W WPW
^ 1

• ^* ^^^ tt|»^^*^^
^

^ 00m..00 __ji0..000.,0
^r n^r'Tff'ff HT'rrr rf n F"FPF"FF ttrTirDr ii ffrDrrnr i i f-wrpra

,•_•••#
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#
i 03

Second finger _ Zweiter J^mffer _T)euxieine doigt — Segundo dedo

\
iMrr ffr ^"'-^^ ^""^

: ||:f rT ^g
*-fii»

—

p-mtnr

# ^i llrjt
f Q^PQ;

:
||:r^^ l

»
l»l» #

P 00 » .11. P l»

^^r~rrT LT^y
u^^^U-^ I* II i*

iMrT)rrT'r^ iit"p^^"p^*f-Tf rTF

#
i«h»

—

#-^^ ^
pr rpr: ii:T pr r pr tif-prT pr tuf-Tirr j^t^

Thumb _ Daumen _ Pouce _ Fulgar

or
Oder
ou

1, , ,1
.^5

" o own

^^'
I

r r r r II-

r r -"-^f r
^^^^ ^ ^ ="'^r r

••

i i- r r :

|[

^r
: ||

:'
\ :|

|--Q^^# jjll^r [ff Lf ll^f [ff Fl^^f [Tf C/

or _ Oder
OU _ o (Jzew
1, M , I-* .

1 • 000 00
iiY err [f-ii-Tcrrcrrrcrrcrfr^rD': !!

f^ff^
1

£
I

^Tcr' ^ ^'
i^r ^' d

-

iiT"prrp^rprrpr
or _ ofifer

ou _ o i??'ew

li

^•p
^ p-pp :

||
:a:jjrj.Jj. :

||
:]J JJ^-

pr r'Tf
-
ll-r"pr fP

!»• m"mm .. 0"00 P"PP „
^\U pr: ii:rprr^j ^m

1

A- u^
ii-rpr' ' -"^rv' p
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Left hand _ Linke Hand _ Main gauche _ Mano izquierda

Fifth finger _ Funfter Finger _ Cinquieme doigt _ Quinto dedo

: ' m ,
I i i i i II' J J %i J y J hfi.jmII-J Uk -»m^

m -iiiiii^'N /^ ^^^̂ I I

iW ;;j ;^
•

"

•^j ii^j jj- i

'-tfj^jjj Jjj"^i..ju..iu ^'N..jy j..>j -II

N-i-J J-J-J
•

yi:: ;̂..;^ -'••^J-J'JJj-^^"^«f-^^
Fourth finger _ Vierter Finger _ Quatrieme doigt _ Guarto dedo

^m J ILJ J ihJ J •ll-,tj J •!!H ^
'"'^

i ? ^ '"'ttj J '"'^j J
•"''

!

adK# # • •
»-5 4

^^
J JJJ JJtj JlTJJl i iJ JJJ Jiii-j jij j^iig j]j ^

s u JJJ /j-^^ I'J J- J'J •ii^iJ- J^J j- J^J
'\

4 T

;•
ij iij J iKjcxnaoi

Third finger _ Drifter Finger _ Troisieme doigt _ Tercer dedo

y i^ iii
JjjJ NJ--ihJJ#^.hH^ii^ i

ifl^ j jii- ii
j^jJji

j il

s aF^;]jj-]:ii:i,ji:^
"itJ JJJ J J="^

v'i
i^A jjjW IU..iyj.Jj: |U-J'JJ..J^J=ll4-i^J.iJ: ||

ff^ # # 'll'|:|W" did~-m
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Second finger _ Ziueiter Finger _ Deuxieme doigt _ Segundo dedo

^
I I

"..: iij ^ ^ ^ I I -

1: r n r
tnj ^ ^h-

j Htf^^ffl^

v=t i
J J] J J];ii:p ^r [;% rrr c;'"-"^

^^ ^-"^
j

-^^
')•

ii| ^ I 1

1
II

II I n I
:j -.11:11 J.. JJ J-iJ ii^^^^p^^^^i^pifri^-^^^^^

')MiJ..i'J J-i^ :iiJ-i'J J-J'J :iN^--pp J-J^J -mj-^HA^

Thumb _ Daumen _ Pouce _ Pulgar

1 1 1

or
Oder
ou
o. bien

5

1 1

'%jjtVr^j]#;j^J-i^^
##• ## . |l.! # »#» »»

or _ Oder
ou _ o ^2-(Ora

1

?5
P P P FT rr :ii: r c;r c; -''="^ ^^ ^ '"- ^^^^ \ ^ ^^ ^ ••'

3 S I s^=^
ii:f--ppr"pr^^rp^^f • •

v= ^''^r r"pr

or _ Oder
ou _ O (}Z(gTO

1

rr'Pr # p-pp p-pp •inJ-*^^ ^^^

'

)• J jjj J jij -ii-, I h i I hi -11/ ^..^^ j ..^;^ •
|
|-

|

J..JjJ J..JiJ -If ^JJ ĵ -i'T' prj jij ^iiTjirj pj^a"^d'-d'd d'-did "II'l
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For smaller hands: Fiir kleinere Hlinde: Pour petites mains:

In this position (for the
right hand) the fifth finger

does not strike the key ofD 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, B flat, 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 ofF sharp,
F natural and E. The fourth

finger strikes the keys of F
sharp, G, G sharp, A natural.

The thumb strikes the keys

of G, F sharp, F natural, E, E
flat, D, C, B, A.

Fixed position exercises

should be practiced once a
day for a period of from thi'ee

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
key. Besides practice as
follows

:

in.d.
t-o^

=ffe^

In dieser Stellung Cfilr

die rechte ffaiid) schlagt der

filnfte Finger die Taste Des

nicht an, sondern spielt nur
B, H und C. Der vierte

Finger schldgt die Tasten G,

As, A, B.DerDaumen schldgt

die Tasten A, B, H, C, Cis

,

D, F, F, G an.

In der Stellung Jiir die

linke Rand schldgt der
filnfte Finger die Taste Bis
nicht an, sondern spielt nur
Fis, F und F. Ber vierte
Finger schlagt die Tasten
Fis, 6, Gis, A. Ber Bau?nen
spielt G, Fis, F, F, Fs, B,

C, H, A.

ilbungen tnit stillstehender

Hand sollten 3 bis 5 Wbchen
lang tdglich geilbt werden,
dann jeden zweiten Tag; spd-

ter nur ein Oder zweimal
in der Woche. (Siehe Ab -

schnitt: "Plan fiir tdgliches

Uben':

Bie folgende Stellung auf
schwarzen Tasten:

^^
Dans cette position (pour la

main droite) le cinquieme doigt
ne frappe pas la touche de Be
bemol,etjoueseulement sur les

touches de Si bemol, Si naturel
et Bo. Le quatrieme doigt frappe
les touches de Sol, La bemol.
La naturel, Si bemol.Lepouce
ioue sur les touches de La, Si
bemol, Si naturel, 2?o,Z?o dieze.

Re, Mi, Fa, Sol.

Dans la position pour la
main gauche le cinquieme doigt
ne frappe pas la touche de Re
dieze, et joue seulement sur
les touches de Fa dieze, .^«

naturel et Mi. Le quatrieme
doigt frappe les touches de Fa
dieze, Sol, Sol dieze. La naturel.

Le pouce frappe les touches
de Sol^ Fa dieze, Fa naturel,J!fj,

Mi bemol. Re, Bo, Si, La.

Les exercices de position fixe

doivent etre etudies une fois par
jour pendant une periode de
trois a cinq semaines; ensuite

une fois tous les deux jours

.

Plus tard une ou deux fois par
semaine. (Voir le Chapitre:
"Plans detude journaliere").

La position sur les touches
5 noires:
4
»
2
4

^̂̂

sollte ebenfalls hin und wie -

der statt der ersten Stellung
geilbt werden. Man Ube sie

in der gleichen Ji'eise: Jeder
Finger schldgt viermal die-
jenige Taste an, die er am
beguetnsten erreichtund auch
abwechselnd die ndchste und
entfernteste Taste. Ausser -

dem ube man wiefolgt:

doit etre prise de temps en
temps, au lieu de la premiere
position. On etudiera de la
meme maniere: chaque doigt
frappe quatre fois chaque toucne
qu'il peut aisement atteindre,
et aussi, altemativement, la
touche la plus proche et la
plus eloignee. En plus on
etudiera comme suit:

Para manos pequenas:

En esta posicion (para la ma-
no derecha) el guinto dedo no
Mere la tecla de re benwl,y toca

solatnente sobre las teclas de ai

betnol, si naturaly do. El
euarto dedo Mere las teclas
de sol, la bemol, la natural, si

bemol. Fl pulgar toca sobre
las teclas de la, si bemol, si

natural, do, do sostenido,i:e,

mi, fa, sol.

En la posicion para la mano
izquierda el guinto dedortohiere
la tecla de re sostenido, y toca
solamente sobre las teclas de
fa sostenido, fa natural y mi.
El euarto dedo Mere las teclas

de fa sostenido, sol, sol sos -

tenido, la natural. El pulgar
toca sobre las teclas de sol, fa
sostenido, fa natural, mi, mi
bemol, re, do, si, la.

Los ejercicios deposicionfija
se deben estudiar una vez al
dia durante un periodo de 3 a
S semanas; despues,unavez coda

dos dias. Mdstardeuna o dos
veees par semana CVe'ase el

Cap{tulo:"Programade estudio

diarin'').

La posicion sob^e teclas

negras:

se estudiara de vez en cuando,

en vez de la primera posicion.
Se la trabajard de la misma
vianera: cada dedo golpea 4
veces cada una de las teclas
gtie puede alcanzar confacili-
dad, y tatnbien alternativamen-
te la tecla ?nds cercana y la
mas lejana. Ademds, se estudi-
ard como sigue:

#
4 5 4 5

. . .
\

^ ^ B99 3 m^m6*gW^
3
4
5

«-t S—1-

.S 5 35

-*-l-

,3 53 5

5
^3^ "^ "^ "T" 3 3 "^ ^

f mm
]Zr^ f^* ^^ ^—

#

Hoo ^* ^^^T^^ ^» # •

2
4
5

4 2 5 3 5 2 5 2 5 3 3 3 3 3 3 3

i ^"g^^=3==l^^^^^^g7^=»=J'g=3i
33= ?0 0-,— -#--#

3
5

H "
^ ^r^V^^ ir \?

' 0- 0'
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4
3

15 15^ 1 5
15 3 ^F 3 3

3~' -"5'

s
'ml?r^t» Ki=3t # # «M—

#

5^5=^̂ -
'

<^ * • ^- ^ ^a
3
4

5
2
-4-

j b^4o iifflfflffl?ffli^J^-s

F" "T" ""^ "^3^ """X" ""^^ '"5^ ^
Ti m ffl^ I Hi I, L-U

IT r-w u^r I Bti uj uw aii j«r jro'r ^»
1 .1.

#

1
4
5

5
3
4-S

a 4 3_4 8 4 a 4
5 '^^ "5" '^^ 5 -T" ''^^ ^^

E ^^ â
^

#

1
3
5

5
3 1 4 1 4 1 4 1 4

c? '^^ '^ 5 ^5" "5"

s i JIJ IJIJi S
M aj

tj^^J JgJ. L-J^-J ' b'
1
3
4

5
4
-4-1

^
taa I I ^M I I ^ 1̂ I I

^ ^.
J 1 1 I I J I I -T

3 5 ^ 3" 3

^'
J ^\}d -^»J »- J' ^

1
a
5

5
4
H8-

1 3 13 13 13 5 3 "3" ^3 3 ^3

biP*>o n i *I JJ*i7j^?ri|j?j '^^j?j^igj*'bi #. # «
1
a
4

J.bJJ J -

J

J [^J. JJ J -

J

<I J -l^ J [?J l:] J -l?J l:|
J<p

*)
( School of Modern Pianoforte Virtuosity

Rosenthal- Schytte,
\schule des hoheren Klavierspiels

5
4

5
4

5
3 4

PVi||£,,t^£rf'-"tF i^yr^r^r^'

5
4 3

\% 4 t ^ t d t4 .11. }{! a 1 fl

I=g4-^ 1 g y g » g l»

5 4 3 4

5 5
3 4 3 4

3 4
8

4
5

3 4 3 4
5 5

# rzra: <*—^-#
^ # #

3 5 4 5 4 5 4
a

2 3 1 I.

M 3 1 ~7ia 9

i1
"•

1
4 3 3
5

3
4
5

6 4 5 4 6 4
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Scales

N91

Tonleitern
|

Gammes

HENRI HERZ

N9 3 N9 3

Escalas

N9 4

2
osJjUJJl] ^^ xlS: J jj J J jrt^8.. tf Jail W Jd J¥

scr

1111

^
3 3

xr
3 3

—<%3 3 s
4 4

3 3

^^M^-sa.
5 5 5 5

N9 5 N9 6 N9 7

^a'^LeTE^

N9 8 N9 9

JJJJJJJJJ ^ ^B-^
^cr^^i 4 4 5

2 1^ g^5^

N9 10 N9 11

J '

'"JJJJjJJJJJJJJJJJjJJJJJJjJjJJJJ
4 .^ i-^

-o-
^^iA^^

^^JJ«^JJJ^JJJ^Jjj^JJ ,

Al.^'^^'i

33^3

3^3
oi: o^'5 #«#^ •m f

I
#F^

I n M n M ^

N9 13

I 1
11

1 1 IJ 1

1

IJ 1
1 11

1
1 11

1

N9 13

lJJ*JJJ*J^Bi
j^
3 J

* " *
IcT -e8-»o454

3 l3

^••"-
rrrrrrrrrrrrrrrrrrrrrrrrrrrrrrn
gjggggjjg n^^^g^^g ^^^^^2S3 I^^BSbbS

A> K4r43»-0*»5^5 '•Fmmi»m ft^^^^^^^^r0r M^.
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N?14 N9i5

N?16 N9 17

u-ltJtPl ^ ^
1 ^T«

y^ s

-3 * 3 *

4 il 4 -

^^^
N918

5==5=P TTI R^^—

J

N9i9
^--j^5^

4-

^W
)^-^^frl

-J

—

go' ?^

5 3 ^ J ^ J

' * r rZ2 U^^ —^h^^1—

B

J—

1

» ^^-^

y=ju^

—

^

—

==s^

N9 30

j' -gj J J j
g i

N9 31

»oJfflJ^iTOi^ -

^ 4

—

^ 4

3 T ^ 1

^S
N9 33

^ 3 f 3
N9 33

8Ff5

L̂ar££ir£^^ ^

N9 34^ S= J J J=3
N9 35

"S| 4 5 4* * * *^5 4^4

20934



38

i
N9 36 N9 37

j hffl ^^ »w ^ ^'i ^ i^i—*—

i

^^
535

1^ 1

11
p 5 L &^

N9 38 N9 39

Daily Studies Tagliche Studien
\

Etudes Journalieres |

CARL TAUSIG*^

4543

Estudios Diarios

454 5

4345 4353
4 5 4 6

4353

•') By permission of Heinrichsliofen Verlag, Magdeburg

S0934
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I. Philipp Complete School of Technio for the Fianoforte

(by permission of Mess. Theo. Presser Co.)

5 4

5 4

i
3 4

^f^^
1^ Ti-r ^^rfn-T

F^ Jl^flTI// //
jCC W ^ II H

m—0- -0-;

2

5 4

3^S
i^»V^r////^^S £^^^^- ^^^ SEE

J* // //
KZS

^"IWoJ " " J J__^1 4 *

1 3

. 3^ B
20934
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t e ?o*^ *» o3-^ ^^ f fj3o^f .f// // -F^^^ W=^ ^^ ^^5RF
i»

—

0' =^ MM^
1 3 1 3

w II il l>o ^J^giF>F
3I£ 1F=H=^ --fea-^ ^T^F^:^ a -»-a-z- -

>^i 4

25

sn E ^^^=^
r.r// // .r

^^
>r r// //m m£^^ -^

S ~CT

I

1 3

-4

1 4

"*S: SIB E
2 5

i-J// // -J-i=^

V

^^7 4

a 5 ^^
m ^^^ ^3'=H=rF IFIF ^ nn 7 ?>m sa ^ *M

s p^^ i ^^ -= ĵo: 3 ^£ =[j^0 0- -:^
^-^^i * i d: ^^ ^ ^ f^

ib^ ^
V 4

i ^s ^3E ^^ 3^^^ ix:^^S £

^ y^ ^^ 'g^^ ^^F^^ ?S^F=M OS

^ ^ ^OE ^ -TV"

H t°"i J i i """ V W- -J- -J-

s ^ ^^ ^^ TT-
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Flexibility and Dexterity of the

Thumbs

Gelenkigkeit und Behendigkeit der

Daumen

' . ,
/

Souplesse et Dexterite des

Pouces

Flexibilidad y Destreza de los

Pulg-ares

30934
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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

techdic. Of all the fingers the

thmnb is perhaps the one \\hich

requires the greatest atten-

tion{altho the 4tji and 5tji

fingers are so much weaker)

because though powerful it

is also awkward and in near-

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.

Presto

Gelenkigkeit und Ge-

schwindi^eit derDaimien

Us scheint kaum nutig zu

betonen, wie wiehtig gewandte

Daumen fur die game Kla -

viertechnik sind. Von alien

Fingem ist der Daumen viel-

leicht derjenige, -welcher der

grb'ssten Aufmerksamkeit he-

darf, (obgleich der vierte und

funfte Finger so viel schwach-

er sind). Nicht allein, well er

wenn auch kraftig,m,eistens

doeh unbeholfen ist, sondern

weil er beijedem Stellungs-

weehsel der Hand auf der JCla-

viatur fast immer die neue
Lage angibt und als ei7ie der

Ursachen des reinen,oder un-

reinen Spiels angesehen wer-

den muss.

Alle folgenden Ubungen
sollen schnell, -mit einetn leich-

ten Anschlag i'/n mp odermf

ausgefiihrt werden.

Der Daumen soil sich schnell

und behende nach der Seite

bewegen

.

Souplesse at velocite

des pouces

II semble presque super-

flu de signaler I'importance

des pouces dans le jeu du
piano. De tous les doigts le

pouce est peut-etre celui qui

requiert le plus d'attention

(quoique le 4me et le h^^
doigt soient bien plus fai-

bles). Non seulement par-

ce quoique fort U est lourd

et maladroit, mais parcequ'a

presque chaque changement

de position de la main sur

le clavier c'est lui qui in -

dique la nouvelle position

et on peut, en general, le

considerer comme une des

causes de la justesse ou de

limpurete dujeu.

Tous les exercices sui -

vants se joueront rapidement,

avec un toucher leger et mp
ou mf. Le pouce fera un

mouvement lateral rapide.

Flexihilidad y velocidad

de los pulgares

Parece cast superfluo se -

nalar cudn impwtante es el

pulgar al tocar el piano. De

todos los dedos es acaso el

que requiere mas atencion

(aunque el 40 y SQsonmucho

mas dehiles). No solamente

porque aunque fuerte, tam,-

bien es pesado y torpe; sino

porque easi a cada cambio

de posicion de la tnano en

el teclado es el, el que indiea

la nueva posicion y se le

puede considerar como una

de las causas de la lim,pieza

o impureza de la ejecucion.

Todos los ejercicios si -

guientes se hardn rapida-

mente, con un"toucher" li

-

gero y en n^ o ncf. El pul-

gar debe moverse con rdpido

movimiento lateral.

13 12
13 131*14

In all keys:

All the keys should be
practised at least once
with each fingering. For
regular practice take the
first four keys with 1313,-

the next four keys with
1313; the last four keys
with 1414. Change this or-

der often.

30934-

1 a 1 3
13 13
14 14

Duroh alle Tonarten:

Alle Tonarten sollten wenigs-

tens einmal mitjedem, Finger-
satz geubt werden. Fur gewoJin-

liches TIben die erstenvier Ton-

arten mit 1212; die nachs -

ten vier Tonarten mit 1313;
die ietzten vier Tonarten
mit 1414. Man wechsle of-
ters diese Reihenfolge

.

14^4
Dans tous les tons:

II faut avoir joue tous les

tons au moins une fois avec

chaque doigte. Pour le tra-

vail habituel prenez les

quatre premiers tons avec

1313; les quatre tons sui-

vants avec 1313; les quatre

derniers tons avec 1414. On
changera souvent cet ordre.

En todos los tonos:

May que haber toeado to-

dos los tonos una vez, por
lo menos, con cada digita-

cion; para el estudio habitual

tom,ense los cuatro primeros

tonos con 1212; los cuatro

tonos siguientes con 1313;
los cuatro ultimos tonos con

1414. Gambiese a menudo el

orden.
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N9 2
12 3 13 2 12 3 1 3 2

3 8.83

- J J y JJ
- J J * J J J «l?7

Ys 2 * 2^^ • ? 3 3 1 T r r rT S^ffl'^^
12 3 13 2

NQ
^Through all keys

|
Ziwi-o^ «//« Tonarten

\ Dans tous les tons
. O 12 3 4 1

123 13 2

I

Mn todos los ionos

1 2 3 4 14 3 3

g* iJ J ^ ^

^
i

3 2
*rrf 1 * 1

^? 3 3 1 3 3 T^* 1 4

i
- 1 3 8 . 3 3 i i 4 3

jET'ir

s s g12341433 12 3 4 1

Through all keys
|
Durch alle Tonarten

\
Dans tous les tons

|
En todos los tonos

Presto e leggiero
poco legato

N9 4 lll|i2ij ^b|i

N9 5
y\i\%. Repel 134

N9 6

r ill 111* 3

^e/?e/. 143

^ ^34 ^4321
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A difficult, yet decided-

ly effective exercise . Do
not play too slowly.

N?7
m.d.

nine nieht leichte, aber

sehr wirkunffsvolle [fbunff.

Nieht zu langsam zu spie -

Ien.

Un exercice pas facile,

mais d'un excellent effet.

Ne jouez pas trop lentement.

Un ejercieio no muy faciT
pero de un excelente efecto.

No se toque demasiado des -

pacio.

'jmj-T^LtJ:/i-^rr|Fifriiljrni i

,i

^ m
1 I

3 Vi.3,iibie
., 3 Ll 3

W^
3 4

bilLl
"^W^l' "11*

S 3- ^3 4"^

LJPii.rPvmvrtt | fWD-i i

te ,^ i,Pa^'-i

m.s.

1?e!?»i 1 l^ii-*! 1

^y.m^'&M^>^ ni i.yr
^
H^r^

Rapidly; nimble fing-

ers,- practise all finger -

ings.

MOQl 4 1 4 1 4 1 4 1 4 1iWOj 3 1 3 1 3 1 3
I I }A 18 12 1. 3 1 2 ^1 ^. ^.

3 1 3

ScAncll; mit flinken Fin-

g-crn; man ube alle Finger-
sdtze.

Rapidement; les doigts

agiles; etudiez tous les

doigtes.

Rapidatnente, con dedos

agiles; estudiense todas las

digitaeinnes.

14 14
3

1 2 3 13 3 12 3 13 3

13131213131213131313131314141414141 4

f ^ 2 1 2 3 T 3 3 ^ 3 3

N99i 2 3 4 14 3 3 133 4 1433

3 3 T T I 3 3 ^ ~ 3 4
i

14141 4l413 13 1 3 13
12 12 1_312

fS 3
3 1 g 1 ^

^433^334 7433 7 3 1 2 1 3 1 2
} 3 1 3 1 3 1 31114 14

30934
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12 3 13 2 12 3 13 2
12 3 4 14 3 2

S

i

1 4 1 4
J 3 1 312 12 12 3 13 2

4 1 4

1 1 ^ etc.

fill YT^ ^ 3 3 1 4

The immediate benefici-

al effect of this exercise on

the thumbs will be apparent

to all who practise it. Keep
wrists and arms relaxed.

nie augenMickliche,wohl-

tuende Wirkung dieser U-

bung avf die Dautnen, wird

jedem der sie spielt, ein -

leuchten. Handgelenke und
Arme sind locker zu halten.

Quiconque jouera cet ex-

ercice se rendra compte de

Taction instantanee et bien-

faisante qu'il exerce sur les

pouces. Gardez les poignets

et les bras souples.

Quien togue este ejerei -

cio se dara cucnta de la ae -

don instantdnea y beneficial

que cjerce sobrelos pulgares.

Gudrdenae las munecas y
los brazes flexibles

.

N910
legato

33-f-22 22-f-3T2
1 11 2 2 f

,=;¥=:¥ 1*1 ^3 2

1 1

2 2

i

s -a— a 1 8 -^ 2-

->#-

£
• 1 • 1S

20934
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1 1

li i^ki^ki 1 1 1

3 3

[#" 1,1 1 1 bJ 1 1 1 [J'Witi f '»r—• m m m-JB' > f > 1

|^||!jM*-.'J±^i^^^ ' '^^^^J
1^* b>#r ^ 1 ^r=F='

'

—

P—r^ J
1 J 1 J_ _3

..-^^

b-S^EE = ±fe^M^M_.d d ^
1 ^ J ^ 1

20934
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3 p. :J.
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Jfii>r^f
<ii,*.«*efi£

7^— ^ p » f—f f—r « r r p r r—^—r p

—

—f~r ^

—

k\' frpiprp prp^pprsp . p r p_^i p—f- p p p p 1 p p p p ^ p ^ p

—

\z—---^^—::^_^^ • i"

20934 -
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Keep strict time.
I

Streng im Takt.

N911

Gardez strictement la
me sure.

8 -A 1 ^

3 13
3 1 2

3 1 3l3l|l313 1313lil| \^\ 3 !i| 13 13
81 313lil213 13121^12 i-i ^ -^ i 2 I 2

Guardese estrictamente el

cotnpds.

13 1 31313
12 1 21212

2 12
3 13

3 1
3 1

13 12 12 1

13 13 13 1

1 "2 1 2*1 3 lis 1212 131312
13 13 13131313 131313

13 1 21312
13 1 31313

The ascending skips in

the right hand and the descend-

ing skips in .the left hand
are to he executed without

spasmodic jerking and with

smooth motion.

P ~mp- mf
N912 ie 3X%
Tn.d.

Die avftddrts gehenden
Spriinge in der rechten ffand

und die abwarts gehenden in

der linken Hand sind ohne
heftiges Zucken, fnit ruhi-

ger Sewegung auszvfUhren.

Les sauts, en montant dans

la main droite et en descen-

dant dans la main gauche,

doivent etre executes sans

secousses violent es et avec

un mouvement aise.

Los saltos, subiendo en la

inano derecha y bajando en

la inano izquierda, se eje -

cufaran sin sacudidas vio-

lentas y eon un movi/nienfo

fdcil.

p-mp -nvf

ni.s.

Play strictly legato.

N913

^ m
Out legato zu spielen. Jouez bien legato.

i i i

Tooar muy ligado.

mstt ^Iff?* ? 3-J- W3
1

mf etc.

i
1

#-3- ^^m 3 , , 4

L L
*=::

£̂
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Not too fast; play-

cleanly.

N9 14

NicM zu schnell. Sauber
zu spielen

.

~
\ ^ i1 2 1

Pas trop vitej jouez

juste.

Jfo demasiado aprisa

;

con limpt'eza.

1 3 1 i 1^
I

3 ^^

In all keys. Hn todos los tones

Both of the following

exercises should be played

first in a moderate tempo;

later with greater speed.

Accuracy in attack must

be cultivated

.

Beide folgende Ubungen

sollen zuerst in einem

mdssigen Tempo gespielt

werden, sp'dter mit grosse-

rer Schnelligkeit . Man
sorge filr Treffsicherheit.

Les deux exercices sui -

vants doivent etre joues

d'abord dansun mouvement

modere; ensuite plus vite.

Ayez soin de la justesse.

Ambos ejercicios sigui -

entes se deben tocar prime-

ramenfe en un movimien-

to moderado; despues mas

aprisa. Prociirese tocar

limpio.

N9151313 131313 131212 12121212 1 3
1 2

m. s.

S^J^dassa^ 3
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Not only beneficial

for the thumbs, but also
for stretching and mak -

ing the hand supple.

Nicht allein gut/iir die

Daumen, sondern auch fiir

die Ausdehnung und Nach-
giebigkeit der Band.

Non seulement d'une

bonne influence sur les

pouces, mais aussi sur
I'extension et la flexibi-

lite de la main.

No solo benefice para
los pulgares, sino tambien

para la extension y flexi-

bilidad de la mano.

N916
4
2

5
1

4
2

4
3

5
1 4

3
4
3

5
1

4
3

4
2

5
1 4

3

s

—

4 ^3 1 1
4
3

1=
1

4
5
1 4

3

i

4
2

V

5
1

4
3

1-

4
3

1-

5
1

f-

4
3

1-

:b SIs gs BSI

3
4

—

9
L-

9

3
^i

'

K

P

1^^
p

,.1
—b- 9-

^_ B _

3
1

EBB

34—

BBl

1 2 -

1

3

1-
1

S
1

3 1

fi

—

3
-4-H

B
1

B
3

=

4

—

i. 3
1
-t^

—

2
J

4

r

1

3 14 1»-

B9

3

E

1 3 1

1

^#f
5

itIKj^FFF f f: f^F^—t

1

3
4s 1 3

B 4

PSit \i.
3
4 5 4

y^rffe^ *

4
f

4 A
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i

4^4 . X
I

"'

*f* f #f ... #^Tf fff tt^ff

5

1

S
1 ?

4 ._

«4 SE ;i 'M

4 :_
^ » —u

'.z: I

iM ir^

4^4 4 ? 4

i
l^l^^f# tgf ^ tg: ^ f» .

^»#^p#: #^j: i^^t

i

5
1

I 3

^^ I J 1^ 1 ^

i

2 1 2
4 ,54

:iP#*E
I

#
#e

y
Not too fast; play firm-

ly. Practise each hand a-

lone.

Nicht zu schnell; krciftig-

zu spielen. Ube jede Hand
allein.

Pas trop vite,- jouez
fort. Etudiez les mains
separement.

No demasiado aprisa;
inquese fuerte. Mstudiese

eada tnano separada.

N917

^:- ^P^r^ p5 :^ 5

2 ^ 2

^^^yg^^ 5^ y B B=±

^^ -J. J-

^m ^sl

20934
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Sffi w^m irrr *:;i«=4=i«
? I"If 1? I

./ 5:fg

^« f . ^f izH l^s 1 d Jt4tjiit4ib

3

5.^

sJ4«= f^^ff ff^f |4m#f

r

§ 1
5

¥iFtnfat^e^E

^

—

. I» il1—rf«f ^ Stt^

i
lata IBS*

*=I mm^m

It
^~«ltr «jj» « t.^^fe^ -^; #»g ' -6-0—•

—

tmT

JUg-^
K!=r

' l^t=+:H f;S ^r N
S£

te— * 1 1 'P:ff'^f
tf

-E=>^r i fei==^f- fc^J 1^1
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Special thumb exer -

cises, as preparation for

the scales.

BesondereDauTnenii-

bungen, als Vbrbereitung

fiir die Tonleitern.

Exercices speciaxix pour

les pouces, servant de pre-

paration a I'etude des

gammes.

Ejercicios especiales

para los pulgares, como
preparacion para el

estudio de las escalas.

i >'i.-^ I
-^y^

V^=^ -^4 1 4 1 „ , 4 i 4 /3 i 3
3 1 a • in-^

«J U

V^3 1 3
7, S^

t3 13.3
b »i ^ M31 3X ^^-»1

g^ » O f J ?—^^ 7 *»
3 #1 3 3 " 3

V ^-^ 3 —3-

^^V 4 t--»-

etc.

as before

wie vorher

comme avant

como antes

i % 3 ^^=^

etc

^^F^

and in all keys

Mwfi? «w alien Tonarten

et aans tous les tons

y en todos los tonos

4 14 -3—t—3-

30934-
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C major

C dur

Ut majeur

Do mayor

^ 3 3^ -^F

J J J f3 2 3 1
^

1 3 1 a • a 13 o 3

«5^^a
1 8 3 3 1

^M ^—d-
1 - 1 3 2 3 1

-4

—

4 o 4 1 1^14 -^fr-4- -4 4 o ^ o 4 1 lll4o^.4 ^3 2 3 ^^-»^
*U*-iL!•-—1»

I

»*

434

S . ^3^ ^3^ 3 , ^ 3

434

a

48^ 3 ^ 43^34

^f^Tr^'S
y-FT i> »^ 1 2 1 1 ^mi^'Fif m^mmFrFw-p- w^m

3^ ^.M^ ^3. ^3, ^^3,

t
I 4 -^^- 4-4-

3 a a 3

10

s 41 ii^ a

^1 a i I

»

^^F^ #--(»F^ m-m-m 0-m

10

20934 -



56

Dt> major

Des dur

Reb majeur

Me 9 mayor

te±^

^ 311

• d •
3 S 3

3 2 3

i 9=«= 12 1
=#=?=3^3

12 13 3 3 1

8

-4-^

1^ l/b 4 s
oL ^

.^

fci I
' sffff^
1 3 2 12 3 1

• linr1 2 1 3 3 12^2
12132123 1

g t3t m rP-wf

? W tL

1 4 3*1 iXi* "^4

1

1 4 3 3 3 4 J

/6»

^^43234 ^^

^6*

^^'•4 J j^JJjJ?^ ^^JJJJ^f^^jjJJJJj^^^^^

D major

Re majeur

^e mayor

The positions for the l.h.

in the 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

(fh ti d J Add Jjd ^ d
«J 1 3 2 3 1 rrj

j"

2 3 2 3

etc.

4 3 4 1 1 2 14 3 4

1^
4 3 4 1

3 2 3 1 1 2 1

#-y13 1

-^^ etc.

434

i^i'e Stellungen fiir die I. II.,

in denTonleitem von Cr,D,A und
Fdur, sindnaoh den Finger-

sdtzen gewdhlt tvorden,welehe

ifn KapUel:"Virtuositdt der

Tnnleitern"ane^npjbhlen sind.

Les positions pour la m.g.

dans les gammes de Sol, He,

La et Fa majeur ont ete chois-

ies d'apres les doigte's recom-

mandes dans le Chapitre :

Virtuosite des Gammes."

3

Las posiuiones para la m. iz.,

en las escalas deSol Re, Lay Fa
mayor, han sido elegidas con-

forme a las digitaeiones re-

co?nendadas en el Capitulo in-

titulado: "Virtuosidad en las

Fscalas '.'
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Eh major

-Fs dur

Mil? majeur

Miv mayor

E major

S dur

Mi majeur

Mi mayor

A
- 434I

,^ -etc.

1̂

—

o tT Q 1 etc.3a3

rtg -*^-8
1 "^ " letc.

1 i^ilotc l

F major

F dur

Fa majeur

Fa m,ayor

t
eJ 1 3 3 3 1 etc.

1 3 2 3 1 etc.S m f ff

1 4 a 4 1 etc.

#vi»

S^
\r

1 •* ''i 1 etc.

Fft major

FaJT majeur

Fa ^ mayor

m 1 3 g 3 1 etc

i

^ 333

1 4 Q 4 1 etc.

1 iliietc l

letc.

G major

G dur

Sol majeur

Sol 7nayor

-4—

3

-31 et(

m
za^S^*s
1 4^41 etc.

At> major

As dur

Lai? majeur

Lnv mayor

1 3?31 J- ^J^J--^ etc. 1 -i ^ 4 ^ gtc.

fciz i
1 3*3 letc.

^^
1 4 g 4 1 CtC.

l

i^.

434
P=ff:^ftK

1 3^31 etc.

1 etc.

A major

A dur

La majeur

La mayor

#** -^-*A 1 etc.

i

s tf -d±A
3 «3

«LJ#
434 etc

1 4841 etc.

l^etc i

BI? major

Sil? majeur

Siv mayor

1 3 3 3 1 f^tc.
/Q

I

1383 1

1 3 3 1 etc.

3
-y

1 4 o 4 1 etc.
-^ '3 1 i«

1*Vl»'

i
4

—

4 .. 4 1 etc.

B major

JI dur

Si majeur

Si mayor

20934
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Original exercises, ex -

pressly written for this work,

by

Originalilbungen, ei -

gens fur dieses Werk
geschrieben, von

Exercices originanx,
ecrits expressement pour
cette oeuvre, par

Mjercicios originates

,

escritos espeeialmente para
esta obra, por

EMIL vonSAUEE

#1
3 a 3 1=^^t^ 3 S 3 4-

U/L^
r^„ r^: i[f H i j

^'^ "i^'i "^ii
«-H3 3 '"''TI4

i
5 a

li" 1 . . t

;

i^ r^ 3 a 3 I fl

'LiiUj ^^
J^Si r^J"^g r*»t? .^ if^"^^ 't333 34

1

i
i=^ I fc^ ^3^3 4

: m 3 o 3 4 -

> eip ^Z. 3

LXJ-LLJ m^
|£M.

173
i
n^/^ tt j^j^ i

a a 3—3- 333 a -^-Hr-

^

^ h^ 'J^ ia43 3 3—^—a-m a—?i—

a

— xr

'U/iij
3 S»

UE/LW

7S mI^S.
3'..JTJ'

s 3 3 3 3 4-

^=^p^fi=rpf=^

«F=I 3 „ 3—tp- 5 333 4 „ 1

L^LLJ ^^
s 3
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t
^̂ *'

3 3 3 4 2
y J 3 3 3 4 2^^ 5^^:

*SB m mw 1
i^r I r^JX* ^ * # * # G #

T T3 2 3 2 '^'4
II

3 2 3 2 4 1^

Original exercises, ex-

pressly written for this work,

fey

Originaliihungen, eigens

_fi(r dieses Uirk gesehrieben,

von

Exercices originaux,ecrits

expressement pour cette

oeuvre, par

Ejercicios originates,

escritos especialmente para

esta obra, por

LEOPOLD GODOWSKY

, Lento _ Moderate _ Alleero (A.J.)
m.d. ^

$ I
IM# ;!^=5aS

f'
"

5 J-
I 3 1

^f • 1 5-*^5 1 5
3 13 3

5
3 3

^

1 ^ft* 1
5
3
3 i

5
3
2

¥ 1^ Jb?t# 1̂ m
f

fatf itdza^* a=|]
1 3 13 3 3 3 >

af^' 1 5 J S 1 5
3 1 3 3

^^>-t
5 ^ 5
3 3

^

5
3
2 ^

5
3
2

1^ffi etc.
r> f 5

5 " 5
3 3

I ^

3 3

^ 2

m. s.

yff
I

4 1.3 3 4 ^ 4^ f 4
I

41.3 3 4 4^i t

^

Ŝ
I 4 1 3 3 4 4

^. 1 t£ 5 1 5^5 1 g

2
4

- V 5
^2-#-l

^

*S
ii

2-
4-

I 4I3344 f f^. 1 5*5 1 5 # I 1 t^^ 1
uB 1

fcjz

V 2

I

. 4 1 3 3 4 4^ f 5 ,

^.s ri r-g-^r~ «rt~4g p i^pg^r^y-m'imw & a 3 i4 .

4

i^ C<p3rJ
6 15

6 " 6

Wi
^—r&—J-

'^W
etc.
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Original exercises,

expressly written for this

work, by

OriginalUhungen

,

eigens fiir dieses Werk

geschrieben, von

Exercices origi -

naux, ecrits expresse-

ment pour cette oeuvre,

par

Ejercicios origi -

nales, escritos especial-

mente para esta obra,

por

EUDOLF GANZ

Although essentially an

exercise for the thumbs

and as such highly bene-

ficial the following is al-

so of service for the ex -

tension and flexibility of

the hands. (^^.c/J

Ohgleich die folgende

JTbung vor allem fur den

Daumen hestimmt ist und

im hohen Grade Nutzen

Iringt, so hildet sie auch

die Sand aus in Bezug

auf deren Streckung und

Biegsamkeit. \u4.J.)

Bien que I'exercice

suivant ait ete ecrit

principalement pour les

pouces, et que, comme
tel,il soit d'une grande

utilite, 11 sert aussi pour

donner 1' extension et la

flexibilite aux mains.

(A.J.)

Aunque el ejercicio

siguiente haya sido ideado

principalmente para los

pulgares, y como tal es su -

mamente provechoso , es

tambien util para dar ex-

tension y flexibilidad a

las manos.(A.J.)

•411 1 ^ ^ 5 . .,

1 3 „ 3 3 stmile

ss fetg e 1
1 Q ^ Simile

^ 3J
"5^ 1 5 simile

simile

1 * '^

I Simile simile
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m. fe^i
jil b simile
* 3 3

1 4 1 § simile
3 '^

#
(be

!-• -^.* ^* T*- 18-:.
P^'

5?

J 4 1 5 sif/iile

1? 1,3 2 f 1 3 , 5
m.

T^^jo simile
^ 3 3

^ ? - 1 1 ? t ...aI ^.•.•4 1 5 simile

— •— -—C-« m—,.^-m—

^ 4 J
5 simile

1 ? I i 3 3 . .,
4 1 i 1 4 . 5 5«»2«^e

it**£

1 3 3 .

j. 4 5 Stmile
3 3

* 1 .^_ simile

1_4 j^
3 simile lilt ^i"'''i^^

B^^^^ ^^J*iJ4^:

1 41 5 simile

w.

, 3 3
t 4 , 5

simile ^F^^^ 3
1 4

3
5

wv-

20934
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Original exercises,

expressly written for

this work, by

Originalubungen

,

eigens fur dieses Werk

geschrieben, von

Exercices originaux,

ecrits expressement pour

cette oeuvre, par

Ejercicios originates,

escritos especialmente

para esta obra, por

ALFRED CORTOT

These cleverly con -

ceived thumb exercises

develop also the flexi -

bility of the -whole hand.

(A.J.)

Diese geschickt aus -

gedaehten DawmenUhun-

gen, entwickeln auch die

Gelenkigkeit der ganaen

Hand. (A.J.)

Ces exercices depou-

ces, fort ingenieux, de -

veloppent aussi la flexi-

bilite de toute la main.

JSstos ingeniosos ejer-

cicios de pulgares tarn, -

Men desarrollan la flexi'

bilidad de toda lamano.

(A. J.)

m,. d.

N9i;

3131 3131 3131 3131 3 131 3131 3131 3l3lW iy'^
^^-^vy^

s
4 B 4

*—n*
^r-

3 J simile

I
^ r' ^P" r" V ^' p"

i m _ ~m# 0—^—• 0-

a1 .m r0 >,-v^
7-

i 3
P^7>' ^%-

P'

*
7- 7'

P^^^^^^^m ^ V ' -I
* n*

ii=i>'i^^/yP?^/y mflP*il^K^ rrv&i

^ Il-^^fi7- P^7' i
^7- P^7- il'^^p 7- p 7- i^7- P 7' •|l
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h^ JV ^yy J^r.

jrfrfrf p
I
J

^k 4 4

-^it—f fJ P pfe) p fiiJ—f»^m.s.

31313 1313 1313 131
2v simile

3 1313 131 3 1313 131

A

^V^y: y-

^11

i

^ h
w.P.f^r^.w:,.,^! fe^l''Yur>r^'.r.r;-^ ^

V
FJ' p

Si^^rt jiv- k^7- ,7-
^£= ^^^^^^_ p _ p k)_ f _ p, —bi^ ' P _ P

253525 36 25 ? j 2 5 2 5 5«>,«7e

N92
fe

^4 I
bI t>rJ ftlu

^

5
DTJ « g^ ^*=;1414 1 414 simile

14 14^
J 4 1 4 simile

etc.

»i. s

23^3 34 23'*23 * sim;ile

k" 1 4 1 r-i t^
6 6

g simile

f^A^\^ iiHp rp
L5" L!r
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Finger Exercises

Fingeriibungen

-M^

Exercices de Doigts

mm-

Ejercicios de Dedos
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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 fingens

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 exercise is

beneficial for the strength,

independence and evenness

of the fingers. It should,

tike all other exercises, be

conscientiously played in

all 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-o and with various

rhythms (see page 179) in

Andante, Moderate, Allegro,
Presto.

Fingerilbungen

Nach allgemeiner Regel
sollen dieselien in einem md-

ssigen Tempo und forte, mit

kidftigetn Anachlag und gut
gehobenen Fingern gesjiielt

werden. Man unterlasne

aber nieht. Hie o/ters auch
leise zu spielen, v'obei je -

doch auf einen guten, kla -

ren Ton und auch da rauf
geachtet loerden musR, dass

keine N'ote duich allzu leises

Spiel verlaren gehe.

Die folgende Ubung imrkt

ungemein giinstig a/ufKraft,

Unabhdngigkeit und Fben -

tndssigkeitsentfaltung der

Finger. Dieaelbe', tine allefol-

genden Ubungert,gehe man
gewissenhaft in allenTonar-

ten durch; ver das unter-

Idsst, vertiiirft die MUglieh -

keit, jene technische Jlerr-

schaft zu erlangen, die zur

Beherrschung des gegebenen

Materials erforderlich int.

Man npiele liebereine Ubung

in alien Tonarten, als drei

ilbungen in einer einzigen.

Fingericbungen sollten ach-

lieaslich mit alien dynands-
ahen Abntufungen im legato

und staccato,eirdegriffen'Si'S'-

und mit verschiedenem Rhyt

(J -,o. 1Qfi^
'"•'"*1**^^^ ^^'^^ ^^^^ '"^ Andante, ^,„^^ ^^^ ^^^^^

^ • —lae-ioo-i ModV, All'j,undPrestogeilbt werden . Allegro , Pre sto

.

Exercices de doigts

On doit les etudier, en

regie gcnerale, dans un
mouvement modere, forte,

avec un toucher vigoureux

et en levant bien les doigts.

Cependant, 11 ne faut pas
negliger de les jouer sou -

vent piaru), et on aura alors

soin de produire un son de

bonne quallte, clair, et

aussi de ne pas rater de

notes en jouant trop douce-

ment.

L'exercice suivant pro -

duit d'excellents resultats

quant a la force, I'indepen-

dance et I'egalite des doigts.

II faut le jouer, co?/ime

tous les exercices, dans tous

les tons. Celui (jui neglige

ce conseil rejete, sciem -

ment, la possibilite d'ob-

tenir cette technique souvc-

raine qui est le resultat de

la maitrise de la matiere

donnee. Mieux vaut un ex-

ercice dans tous les tons

que trois exercices dans un
seul ton.

On etudiera en outre les ex-

ercices de doigts avec toutes

les gradations dynamiques, en

legato et staccato,y compris<
=*et avec differents rythmes
(voir page 179 en Andante,Modtp

Ejercicios de dedos

Se deben estudiar, por
regla general, en un movi -

miento rnoderado, fuerte

,

con "toucher " vigoroso y
levantando bien las dedos.

Por otro lado, no hay
que descuidar tocarlos a

nienudo piano, cultivando

entonces un sonido de buena

calidad y claro
,y sin perder

notas por tucar demasiado

suave.

El ejercicio siguiente

produce excelenf.es resultados

en cuanto a la f'uerza, in -

dependencia e igualdad de

las dedos. Se tocard, asi

coma hay que hncerlo eon

todos los ejercicios, e«todos

loB tonos. El que. descuide

este consejo, perderd la

posibilidad de adquiriresa

tecnica soberana que es el

resultado del do?ninio com-

pleto sobre el tnaterial

dado. Mas vale un ejercicio

en todos los tonos, que tres

ejercicios en un tono solo.

Se estudiardn los ejercicios

de dedos tambien con todas

las gradaciories dindmicas,

en legato y staccato, incluso

-===-^ con diferefctes ritfnos

{vease pdgina 179) en Andante,

Moderato,Allegro, Presto

.

N91

m i i
«=fc==s

^
f 4 r^

*5?

^3 1-43-^43^42 34^

^ i
'"U ^^

-— —"-trs—• * ^ # , - " m—--13 2 I"*" Z qf. 2 -^ 3 ^ J Z :jf. 3 -^
9^

4 " 4 I " 4
o
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% ^ iJ'JJhP f N=g^W-^^^ at==*
%J

^'Y
3 "3 43

1 3
I
2 ,3

S ^ mr^^liTeg

m m^m
\\<i j'>d» ^

s

7 "3 3 4 3 B

3 3 4 3

g

ijp ^.
1 -f^ m^ m 1 JiJ 1

1

HI l^— tf ^ - ^
=^J ^\m-f-^-^-m-^-^ ^ J-^-
«J^3+f3*3 ^

'•
^ ? 3tfJ? j^ J^ J^J^J^ 1 J^^ijJ J j^ J J^J^Ji>J^Mi

.,p^i
4 3 ^ etc

r'T^r ^rur^

Through all keys

Lurch alle Tonarten

Dans tous les tons

IJn todos los tonos
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All the exercises given

here ate "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 vigorous accei/ts

which ar« to be given chief-

ly 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.

ANe hier angegebenen U-

bungen Hi?id "h'dhere Studien"

und ich seize varans, dass

der Studierende bereits die

leichteren, ublichen Furmen

kennt. Folgende ztiwi, drei,

vier und funf Fingerii-

bungen sind von grusstetn

Wert, um Kraft in den Fin.

gem zu erlangen. Man ube

sie zuerst in mdssigeTn Tem-

po, mit kriiftigen Akzenten,

welehe hauptsdehlich mit

den Fingern, aber aztch etwas

tnit dem Arm auszufuhren

sind. Sp'dter ube man sie

schneller, aber beachte auch

dabei die krdftigen Akzente.

Die Hdndu inussen uhne Steif-

heit, ruhig dahingleiten.

Tous les exercices donnes

ici sont dun ordre "avance"

et il est entendu que leleve

connait deja les formes
plus faciles et courantes.

Les exercices suivants de

deux, trois, quatre et cinq

notes sont du plus grand
secours pour donner la

force aux doigts. Etudiez-

les d'abord dans un mouve-

ment modere, avec des ac-

cents vigoureux, donnes sur-

tout des doigts mais aussi

un peu du bras. Plus tard

jouez-Ies plus vite, mais
en gardant une vigoureuse

accentuation. Les mains
doivent se deplacer avec

tranquillite et sans raideur.

Todos los ejercicios dados

aqui son de un orden'avan-

zado '
,ij queda sobientendido

que el discipulo ya conoce

las formas mas faciles y
corrientes. Los ejercicios

siguientes de dos,tres,cuatro

y cinco dedos, son muy efi -

caees para dar fuerza a los

dedos. Estudiense primer

-

amente en un m.ovimiento

moderadu, con acentos vi -

gorosos, rfarfos sobretodo con

los dedos, pero tambien algo

con el brazo. Mas tarde se

tocara mas aprisa,cuidando

de conservar el vigor de los

acentos. Las manos deben ma-

verse con tranquilidad y sin

rigidez.

?n.d. (J = 76- 100)

4 5 4 5 4 5

fn. s. due >^4 >- 4

ottave hasaa 5 ^ &
45454

5 5

343434
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/^ 4 3 4 3 4 d ^ ^_^ ^_> ^_^^ 4_^^ 4_^-^ ^

4~>- 4
3

343

34 3 4 3 4^ 3434^4 a 2m -^ -=5 . ^5:-.

D ^^-K, -5:^3 >3 ^ 1^ ^"^
;

Q 4 4

• •

3 4343̂

^4 34^ ^,—^_> > ^> ^^
3 3

4^ ^::=> 4 ^

4 3 4 3

(9 J «

3 2

^^^ • • LJ g^
2 2

1 2 12 13 :>_ :^^ -^.

2 3 2

2 3

i ^1 > 1

2 ^
1 2 12 12

4 545

This se(iiienpe of fin -

gers is to be reversed, of -

ten.

20934

Die Beiheiifolge dor

Pingers'dtze soil oftcrs

gewechsclt werden.

On changera souvent

rordre des doigtes.

Se cambiara a tncnudn

el orden de las digitacion-

es.
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After all the keys have

been played through, re -

peate'd.ly,-with one fingering

one may retain this exer -

cise for regular practise us-

ing it in the following man-

ner: the first four keys
345

with
543 '

the next four
334

keys with '*"^
; and the

123
last four keys with „ .

This sequence should be re-

versed frequently.

Mtchdem alle Tonarten

tnit jedem einzelnen Finger-

satz wiederholt durchgespielt

warden sind, kann man als

gewohnliches Studium in fol-

gender Weise uben: Die er-

3 45
sten vier Tonarten mit ^

,

.,:543'

die n'dchsten vier Tonarten
234

mit ,„„ ; und die letzten

133
331vier Tonarten mit

Diese Reihenfolge soil offers

geweehselt werden.

Apres' que tous les tons

ont ete joues et rejoues

avee un seul doigte onpour-

ra garder eet exercicepour

1' etude habituelle de la far

eon suivante : les quatre
OAK

premiers tons avee ^,„ :

les quatre tons suivants
234

avec
433

niers tons avec

les quatre der

123
321

changera souvent cet ordre.

On

Despues de haher tooado

repetidas veces todos los

tonos con una sola digi -

tacion, se puede conservar

este ejercicio para el estudio

habitual de la inanera stg-

uiente: los cuatro primeros
345tonos eon _,„; los cuatro
o4o '

tonos siguientes, con ytz^ ;

los cuatro ultimos tonos,

eon g|^ . Se cambiara este

orden a m.enudo.

m. d.

N9 3

m.s. due
ottave bassa 5 4 3 5 4 3

4 3 3 4 3 3

3 % 1 3 3
3

1

4 a 3 4 3 3
13 3 13 3

3 4 5 3 4 5
3 3 4 2 3 4
1

3

2

3

3

1

1

3

3

3

3

1

4 3 3 4 3 3
5 4 3 5 4 3

5 4 3 5 4 3
4 3 3 4 3 3
3

1

3

3

1

3

3

1

3

3

1

3

3 3 4 3 3 4

3 4 5 3 4 5

3 3 4 3 3 4
1 3 3 13

13 3 1

3

3 3

2 3 4 3 3 4

Through all the keys
Hureh alle Tonarten
Dans tous les tons

Mn todos los tonos
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N94

^Andante con moto - n^ Allegretto ed Allegro

3231 32314342 43425453 5453

legato ma non legatissimo

5 4 5 3

4 3 4 2
3 2 3 1

5 4 5 3
4 3 4 2

3 2 3 1

343
2 3 3 413 13

|23i fill
I2I3I2I3
23242324
34 353435

3 2 3 1

4 3 4 25453

54535453
4 3 42'^34232313231

^ar£££r34353 7T5
2 3 2 4 2 3 2 412131313 5 4 5 3

4 3 4 3
3 2 3 1

etc.

All the keys should be

practiced at least once with

each fingering. For regular

practice take the first

four keys with ^^ ; the
3435

4343next four keys with -^^^

,

the last four keys with

3331
1313'

often.

Change this order

AUe Tonarten mussen

wenigstens einmal tnit je -

dem Fingersatz geiibt wer-

den. Fur gewohnliches Uben

die ersten vier Tonarten

mit 5453
3435

vier Tonarten mit

die nachsten

4343
3324 '

die letzten vier Tonarten

mit 3331 Man wechsle
1313

ofters diese Reihenfolge.

II faut avoir joue tous

les tons au mo ins une fois

avec chaque doigte. Pour

le travail habituel prenez

les quatre premiers tons avec

5ii§ • les quatre tons sui-
3435

vants avec iM5 ; les quatre
3334

derniers tons avec
J. S J.t>

On changera souvent cet

ordre.

Say que haber toeado

todos los tones una vez,

por lo menos, con eada

digitacion; para el estudio

habitual tomense los euatro

5453
prtmeros tonos con ;

o4o5

los cuatro tonos siguien -

4342 . iQ^ euatro

3231

'''' '"''
2324

ultimos tonos, con
1313

Cambiese a menudo el or -

den.
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Practise in the same
manner as N9 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.

Man ube in derselien

Weise wie Nr. 3 Alle Ton-

arten sollen erst mit einem

Fitigersatz wiederhult ge -

spielt werden;fUr gewQhnliches
Uben spiele man, dann die

er&ten 6 Tonarten mit dein

unteren und die letz ten 6

Tonarten mit dem, oberen

Fingersatz.

A etudier de la meme
facon que le N9 3. D'abord

tous les tons se joueront,

plusieurs fois, avec un me-
me doigte; plus tard, pour
r etude habituelle prenez

les 6 premiers tons avec

le doigte inferieur et les

6 derniers tons avec le

doigte superieur.

Se estudiara de la misma
manera que el No. 3 Prunera -

mente se tocardn todos los

tonos, repetidas veces, eon

una inismadigitacion-jluego,

para el estudio habitual se

totnaran los primeros 6 to-

nos con la digitacion in-

ferior y los 6 ultimas tonos

con la digitacion superior.

m.d.

m.s. due
ottave bassa

(J = 84-138)

1 2341 334

Through all the keys

Di/rc/i (tile Tonarten

Dans tous les tons

£n todos Ins tnnos

4 3

N95
m.s. due

4342333143433331

""--^^-^-.-^-.-^^-^^ik-^^^iAA^^ ^^^J>J^, ^ d^d^^z^

33343435 3334 3 4 3 5

Ottave bassa 12133334 13133334
313333413133334

54S34342 64534343
43423331 43433331

Through all the keys

Durch alle Tonarten

Dans tous les tons

JEn todos los tonos
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N95b
13 13 332434354^^ 12 13 2 3 2 4 3 436 4 5 4 5

due ottave bassa
^S f4^3^3 1^ 3^3 ^^l^J ^X^3X3l2_32 3l212j,

i
^4^34342333^3^3^546343 4333313131

1213233434354645121323243 4 3 6 4545

fete

1 3 1 3232434354545
m ^ etc.

I?3l3l2333 212-5*5

Through all the keys

Durch alle Tonarten

Dans tous les tons

En todos los tonos

m.d. f-^f-P

N9 59
3*372 303l3Y2^ 3^21^ ^'2^2131

4ri 3*f3
^ 5* 3 6^^I^5IftJ7^H•^J^^'l7 t^fTf-

1?J * J ^

* ^^P• 2 4 354 35 3 l3"^3 1

^^ ^^^' ^ii
^-»

etc.

P J J J tl^ I
1^'M 2 1 3 13 1 3 TT, 3 4 3 5 3 5 3 " 1 3

f-mf-p

N95d v^ ^Jj
iJjjjjjuJ^J^ l^rrr"rruJjJd>^

2 13 13
4 5 4^3 5 45435

2 12 12 1

^^^^^^S hr i l;,.pbp
JJ^iJj^

rFb#Ffr

21212 3 13 13 1 3 12 13
454'8 54 5 35

3 13 1

=^^ S
U ^R 3 5 4 '5

^S
etc.

2 12 12
3 5 12 1 2 12 12 45 3 6
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KWe^rof-mf-p ^

N?5?

ai^^a i*^ ^^ K t^|ig^ ¥ff .f r a r» f^^ ^

For the third finger.
|

Fiir den dritten Finger.
\

Pour le troisieme doigt. | Para el tercer dedo.

N95i

Allegretto y^mf-p
343231333435 343331 38343 5 3 43 33 132343 5

»«•«• 323T3T3T323 323-T-3y3-T333 3 ^3 43*^^343^32 Q 1

^3 8 132343534 2 132 43 53 5 3 etc^
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Chromatic finger exer-

cises.

They are of special worth

in the development of a vir-

tuoso technic, for they not

only give the hand strength,

but flexibility. Tausig was the

first to develop these chro-

matic exercises in a virtuoso

sense. The following exer -

cises have, as a special feat-

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

the hand."

Chromatische Finger-
libungen.

Sie sind von ganz beson-

dere'tn Wert fur die Ausbil -

dung einer virtuosenhaften
Teehnik, denn sie verleihen

der Hand nicht alleinKiuft,

sondern aueh Gelenkigkeit

.

Tausig war wohl der erste,

der sie iin virtuosen Sinne
ausgearbeitet hat. Polgende

Ubungen zeichnen siehdurch

die consequente Ausnutzung
der Akzente aus. Jm Zu -

sammenhang init diesen

chromatischen Ubungen sind

die Ubu'>igen"fur Gelenkig-

keit der Hand"aufzunehinen.

Exercices Chromatiques

de doigts.

lis sont dune valeurspe-

ciale pour le developpement

dune technique de virtuose,

car ils donnent a la main,
non seulement la force, mais

aussi la flexibilite. Tausig

a ete le premier a develop

-

per les exercices chroma-
tiques dans le sens de la

virtuosite. Les exercices

suivants ont comme carac -

teristique I'emploi, logique-

ment developpe, des accents.

On prendra, avec les exer-

cices suivants, ceux qui se

trouvent sous la rubrique
"Pour la souplesse de la

main."

75

Ejercicios cromaticos

de dedos.

Son de gran utilidad para
el desarrollo de una tecnica

de" virtuoso"pues dan a la

mano, no solo fuerza, sino

flexibilidad. Tausig fue el

primero en desarrollar estos

ejercicios en, el sentido de

la virtuosidad. Los ejercicios

siguientes se caracterizan

por el empleo, desarrollado

consistentemente, de losacen-

tos. Junto con estos ejercicios,

se totnaran los que se en -

cuentran en la seccibn titu-

lada "Para la flexibilidad

de la mano."

2 12 12 1
3 2 3 2 3 2
4 3 4 3 4 3
5 4 5 4 5 4

4 5 4 5 4 5
3 4 3 4 3 4
2 3 2 3 2 312 12 12

Repeat with the other finger-
ings.

Wiederholen, jedoch mit den
anderen Fingersdtzen.

Repetez avec les autres
doigtes.

Repetir con las otras i

taciones.

3 4 5 3 4 5 3* 4 " 5
-J-

4 '5
345

4 4
5 :^3 5::>- 3 5f) 4534 58 4 53453 > >- h :^3 5 ::>- 4 3 4

^^S

Repeat with§^ an octave
43a

higher, and with i§y an oc

-

tiive lower.

30934

Man wiederhole mit
234
43 a

eine Oktaue hoher, und7nit

-|^ eine Oktave tiefer.

Repetez avec ^^ une oc -

tave plus haut, et avec ^2!
une octave plus bas.

Repitase con-^^ una oc-

,
123

tava mas alta,y con-^una
octava mas baja.
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5 4 33

psiM^

Repeat with ^M an oc-

tave lower.

Man loiederhole mit

einv Oktave tiefer.

1234
4331

r>' 'i 1234Kepetez avee ,.„

.

une oc-

tave plus bas.

1234
Repetir con 4Q2T ^'^'^ '^^'

tava mas haja.

_5 5

N9 9

1 2345 1 3 345

' M^ ^ »^!^^^^^^
^ 3 a ^^^4 ^3, ^

^
1 2 3 4 5 1 3 3 4 5

i

5 5

33 451 3 346 1

5 5

^^^^^
J^J^ I

>3
, 3 , 5

, >, 3 „ , 5

-4—t-
l.^^Fl^#^#^

Jrgrrr
p
^r

4 1

3

i^ 3 45 1 3345 13

23 451 3 3451

3

^*^TO

3 3^

>4
,
5 5 4 ,

> o ,
I

5 4, > 5 4

tfrrr l^rjtf t
;

^ 5*

3 3 13 3

33 113 3 45 13345 1 2 TŴP4 15^4 3

3 13 3 4

^"^PpPPf 1133 4 5 13345 13345 1

For other chromatic fin-

ger exercises see Chapter

"Flexibility of the hand."

20934

Filr aridere chronrntiHche

Fingerubungen sieheAbschnitt

"Gelenkigkeit der Hand!'

Pour dautres exercices

chromatiques de doigts voir

le chapitre"Flexibilite de
1 • "
la main.

Para otros ejer'cicios

cro/naficos de dedos, uease

el Cap{iulo 'jFlexibilidad de

la tnano'.'
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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 2iSfinger 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 aU 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 only 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

tide 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.

Besondere Ubungen
mit gfihaltenen Noten.

Die meisten der folgen -

den Ubungen gehoren ei -

gentlich in das Kapitel der

Streckilbungen, ieh habe

sie jedoch hierhergesetzt.

weil der Schiller Streck -

Ubungen i?n allge?neinen

als etwas besonderes be -

traehtet, das nur hie und
da geiibt zu werden braucht.

Gerade aber leisten die fol-

genden Ubungen als Fin-

geriibungen die vortreff-

liehsten Dienste. Durch
sie werden alle Sehnen und

Bindungen der Finger, so-

wie der Sand, nach alien

Richtungen gestreckt und
auffallend krdftig, geschmei-

dig und beweglich gemacht,

so dass die Hand selbst

schon nach einem ein-

maligem Durchgehen aller

dieser Ubungen ganz be -

deutend krdftiger, /linker

und lockerer wird.

Bei vielen dieser Ubun-

gen, die, nebenbei bemerkt,

sehr schwierig und daher

nur fUr vorgesohrittene

Schiller bestimtnt sind, tritt

eine neue Urscheinung zu-

iage, welehe nach meinem
Wissen bisher in keine?n

pddagogisehen Werke eror-

tert tourde. Ich meine
damit die systetnatische

Ausbildung der vielfaoh

vernachldssigten und doch

so bedeutenden seitlichen

Bewegung, der Geschmetdig-

keit der Mnger, Gelenke
,

sowie der Vorderarme. AU
dies spielt eine bis jetzt

nicht gebiihrend anerkann-

te, dabei aber hochstwich-

tige Rolle zwecksMntfaltung

und Beibehaltung einer
grossen, virtuosenhaften

I

Klaviertechnik

.

Exercices speciaux

avec notes tenues.

La plupart des exercices

suivants devraientenre'alite

se trouver dans le chapitre

des extensions. Je les ai

mis ici pareeque leleve, en

general, considere les ex-

tensions comme quelque

chose de special et qui n'a

besoin d'etre etudie que de

temps en temps; or, c'est

justement comme exercices

de doigts que les exercices

suivants donnent les meil -

leurs resultats. ITs ont

pour effet detirer les ten-

dons et les ligaments des

doigts dans tous les sens

et de les rendre remarqua-

blement plus forts, plifs

agiles et plus souples, de

sorte que, meme 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 etre

employes que par les ele -

ves avanees, apparait un
nouveau precede, lequel,

que je sache, n'a encore

ete mentionne dans aucune

oeuvre pedagogique; je veux

parler de I'education sys-

tematique (generalement

negligee et pourtant si

precieuse) du mouvement
lateral et de la flexibilite

laterale, des doigts, des poi-

gnets et des avant-bras. Ce

mouvement et cette flex -

ibilite laterale jouent un
role insuffisament appre -

cie, et pourtant tres im -

portant, dans I'acquisition

et la conservation d une

grande virtuosite technique

du piano.

Ejercicios especiales

con fiotas tenidas.

La mayor parte de los

ejercicios siguientes per-

tenecen en realidad al capl-

tulo de las extensiones

.

Los he puesto agui porqu£,

en general, el discipulo

considera las extensiones

cotno algo especial, qv^ no

se necesita estudiar mas
que de vez en euando, y
justam,ente los ejercicios

siguiefites dan, como ejer -

cicios de dedos,^s mejores

resultados. Estiran los

tendones y los ligamentos

de los dedos en todos sen-

tidos, y los hacen nota -

bletnente mas fuertes, mas
agiles y mas flexibles, de

suerte que aun euando no

se ejecutan mds que una
sola vez todos estos ejer -

cicios, se siente la mano
mds fuerte, ligera y dgil.

Sn muchos de estos

ejercicios, los cuMes, sea

dicho de paso, son muy
difidles y solamente des-

tinados a disctpulos avan-

zados, aparece un nuevo

procedimiento, el cual, que

yo sepa, no ha sido aun
mencionado en ninguna
obra pedagogica: me refiero

a la educacidn sistematiea

(en general descuidada y
sin embargo de tanto valor)

del movimiento lateral

y de la flexibilidad lateral

de los dedos, de la mutieca

y del antebrazo. Mste movi-

miento y esta flexibilidad

lateral ejereen influencia

no bastante apreciada y,

sin embargo, tnuy itnpor-

tante, en el desarrollo y
conservacion de una gran
virtuosidad teenica en la

ejecueion pianistica.
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N91

(J' = 112-132)
5 4 3 2 3 4 ^„___,^5__5,4*3523435 5 32 54 3 6

I

">''i ^ Ji^rffffffF^:S:

5 4 3 2 345

m»mprfmf.m

^^^^^S *¥*¥«?K3S

:

2 3 4 3 5
K 3 2

5 4 3 5

m
f
i.

am^a!
s

etc.

m^m W^^^M

N?2

J z Moderate

^ „ 3 434
. V "^rr 1 ^li; I'Trf

a5 4
IC^II^C=

«J 1 :p-^: f~' # r U W'Wr W
Cj

:t:S^=

*)• /* U#
:i=,= J- _J—,__—H—f^"? -5-^="

2 a"^J J J *^ J^J ^* 2 3 11^3 •
5 4

^ J^JiJ 1

gff^ f£
etc. etc.

^
etc.

i i gs
n^ »^ ^^

^

^

2 8 T a
4 ' 4

5

i ^ i^teft ^ h. Jff ;l
etc. etc. etc. m W\

etc. I etc. etc.

-ry* srA " ^^J^i
5 i^^^^^f» *bJ- U:

S^
30934



79

The notes between paren-

thesis should only be prac-

tised by hands large enough,

or well developed.

Die zwischen Klammern
geschriebenen Noten sdOennvr

von groasen, Oder gut ausge-

dehnten Handengeilbtwerden.

Les notes entre paren -

theses ne doivent etre e -

tudiees que par des mains

assez grandes, ou bien de-

veloppees.

7n. d.
4 5

4 5 4 5

Las notas entre parentesis

no se deben estudiar si las

manos no son bastante gran-

des, o bien desarroUadas.

4 5

N9 3 ^1^5 s 1m i
m. s.

5 4

t
5 4 5 4 5 4

I1 11
^

iJ i^ J V E#^ ^-#

P» rr^

P 4 5 4 5 4

7^

5 4

r=^^f»-

C t- £ T r-r
4 5 4 B

^ ^
4 5 4 5

4 5 4 5

^ ^ J ^ J >7 bS a* ^ *TTTTltf ~ at !? • . •

5 4

* -̂i-:--'^^
3

5 4

1 I'^h 5 * 1 i
Trt-j;

•-^•'' p_

3?! r«''i u° *f^rTTtf^ -0- £

#

5 4 5 4

ZEE

ffi ^ 7^ 7^

4 5 4 5

31 \}

^ ^ ^\3
etc.
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J = Andante

N9 4

4E ^-^-

W^
-4r^r^ #7-*

S
a 1 a

^*
1 ^ a 7^|g 8 8 1 ttT 3 Tp

3 13

]^
1 3 1 -i3—1-^3- -^-3-

X
ra f:?^.w rm

-13—*--S-

6 r T^^l

^ 3 13 1 „ 1 =^-3 1-^- W^

3 ^
tS 1—3-

mrr
^^ -' 3 1—

^

ffit

T4 ''T

m¥ * p. *3 1 3 * o g 3 3 ]i[* 3 1 8-

t if^"^ ^' 1 1
i * 1

^ i J. 'T.,. J J '
ir- Jri«^5^p 3 1 a ^ 4-a.

s raB33,Jr?J^*3*l?sl 3 ^3 ^f ^P 1).

3 ^ 3W
4 5 4 5

^-^:^

± *^ ¥1,. .0 A

WTOf^W

;#
.
1 ^r , I

.I -^ •J, ^n , J ^ '^2.

^g f^ s

s ?
«—

#

T ^

ft
Mk

-^-o-
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$
( J = 108 )

5
w

N9 5

4 „ 4 4.4
«*l»_ 3 _ f^ _3 • • -75 J ST-

» 1 3 g ^ 3 g 1

m 333
1 ^ _ =lt

iy.,,T—tf-o—jl
^ro^J?^

—^ T T «~
-3 4 3 4 ^ 1 'a 'riaTta. i l

J
3 *-3 *—

3

t-'-S 4-

¥iF?

3 a fl

i 4 3 4^434-^^» 1 3 ^ i -3-^^^^^^
s ZK

t^g * 1 g9 m „ ~ —
l?O 3 3 .373 3 i a . 3 a . 3

4 4 5 4-^ ^M-

4 3 4 ^434ho^ 2 o i -S-

^1^^^^^
fe Iffl^

5^^Jt
#^ #77 <!

"^
<i

' — ' 1
^-^^H^4—"^-4 4

i
n iri-

7TT '^
. 3 ^ „ -^--» 4-^^T 1- -^^0.0 0.0 0.0^ 1l^ I

;«^^^i"« 3 . .
a

£̂

=55Pa
3 uv 4' ^

4 : p^m
K,J„ " '-^„-g • 1 I—a"

4 4 -
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^m54 4 4 „
1 3 o 1-3-

»
, L, •@s -a—4 3-

^^

fe
I
J

I J1^4*^-' J * * J J * »

^

w^ 3 1 atq' 31373 a
(1) ^

-^4 ^

^4 _ 4
3 ^ a

(3)

a 1 3

ir3

(»i» ^ (» i» ^ i> i» ^ i>-a 4,1. ^ -4 S
1 L^ • a 1 mil

¥ ¥=f^^ Tim^ h^^.
3 a 1 -s-1 3 3 1. 3

J ti^n^ui Tb^rrr.rrr.rrr^ ^^ri^ r^-=^
1 1 3 1

« u~ 1 r

—

=^5 _3!Z^t:_^_l^_?_^^_»^Jt^» t!:» t^

M: b«** ^3 a qy 3
*—^—^—^—^—^3 1 gH*3 1

—

^
1-"^

5
-^ * '

—3—2-4—3

—
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.\>s «̂—

»

^V m im
fc^: <l 3 3 ^l

-3-^ 3 3 1 H3-

3 o 1 3
ri IfF

3 3 4 »
1 Ll • 1 ^ oF=^^

ffi

«44f^^»W^ Ŝ 0-
f

W 0-
3?

3 '^\ 3 3 1 3^, -» 3 1 1 -3-
=(aF

i
l?il#.4

^ l , i y ^

i
i 1 ^ 1 i 1

If?
Q 2 (1)

^^s ^

§
=12,

*): "»8 a ;=;

i^t jt^x

3 13 1 -3-^ 3 3 1 -3-
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Be sure that the fingers

which hold the whole notes

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 sorge dafur, dass

die Finger, ivekhe diegan-

zen Noten zu halten haben,

die Tauten gut eingedruckt

halten und dieselben nicht

wieder aufkommen lassen.

Kleinere Hdnde aoUen die

zwiachen Klaintnern ste -

hende ganze Note nicht

festhalten.

Faites attention a ce que

les doigts qui doivent tenir

les rondes gardent les touch-

es enfoncees et ne les lais -

sent pas remonterLes mains

trop petites ne doivent pas

essayer de garder la ronde

entre parenthese.

Guidese de que los dedos

que tienen que sostener las

ledondas guarde^i las teclas

hundidas y no dejen que
estas vuelvan a subir. Las
manos dernasiado pequenas
no deben tratar de guardar

la redonda que se halla en-

tre parentesis.

N9 6

J =93-96

iE
63 4 3 5 4 3 4 5 4 5

t^
j-t: j-n rj]

6 3 4

*/•
r[Hj*>^ .

UiUlzIi

±^

^^fc

5 3^35 4 3 4 5 4 6
z
5 3

fpf=--^J-r ^. J—«^ --J—

J

^-J-^ 1 ^^
•

-4-^-^i^-^ * J- ^ J *• J * .11

.. H^ ^ ^ ^ •

•

• bs^-
'' = = '

1

3 '^^^^T^'^^
•

r. •w 3

1

—

h

9-^
r 0- r #• r# # 'n

i/;.ro^n^i?^ r3]i.JT^r]]J^ ^^^s ^
etc.

^^ffi sJioa'jw-^v

?* ..% ^t^tlT
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(J r 93 - 96)

^ ^ 2 5 4
^^

5 4
3 r*5n r^i 3 Fi~ii2

85

4 \?ii:^ p] ],^m±d±d

^3
^^°ctr Lit ?^^

-o#

4 5
3 5 4 *^^^« ^ "^

2

7cy
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J. ^^^Jr^^v?^^i&

45^54 ^g 54 4̂ 5

?#- ^^aSgr^3 l-l"M 3
2 5 4 45 54

$ ff
I

tJ"^ ^
> -^ >ffi "- r?^
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55r=ps^¥=s*mm ie k*^
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^"^ ^^
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^
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m i te.^ Si
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ffl ^^^^ ?m
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^

hfFr.P
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i
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20934



86

The square notes should

he pressed down silently.

Good for speed and side

motioji of the 5th finger.

Die Quadratnoten sind

tonlos einzudrucken. Gut

filr Schnelligkeit und seit -

liche Bewegung desfilnften

Fingers.

Les notes carrees doi -

vent etre enfonoees silent-

ieusement. Bon pour la Vi-

tesse et le mouvement la-

teral du 5 me doigt.

Hundanse silenciosamente

las notas cuadradas. Bueno

para la rapidez y movimi -

ento lateral del 59 dedo.

N9 8

-^

Presto (/> z 133-153)
5 3 5 3 5 3 '-^ m^-F^ ==^

?
*.

>
<* 4 Q.

—

b^l?jP^d*^'d » d ' d • 4 ' d » S ' tiL-^H ^ 1

-^
-^ r^rrnp=pf'~nH*-rf* •

•

—

r-^
p=p=f ± —

5 3 5 3 5 3

5 3 5 3 5 3

-^ E
1

1—- —

j

J J — -J —1-

g>_a bJ^Jt^^bJ^J^J'^J^J^J^J^J^J^J^J^J^J^J^J

5 3 5 3 5 2

i
5 3 5 3

i
5 3 5 3

/ / ^i / y. •/-^Myp- ^ 3=tV?

4V i. a"m ^ / / i^^^ / / :^ i n
i

5 3 5 3 5 3 5 2 5 3

5 3 5 3

i
i

^H u I? * 33E
ttfrr

^
J / •/

y. •/

5 3 5 3

5 3 5 3

Hfi cat

-B-N Sac

/ / /

/ / /

5 3 5 3
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^fer^J*u 1

--^ D 4"i^^is
i ^fe ^^~

etc. etc. etc. etc.

}

"*f^ t * W—

L,,l., ,

F#5^^
1

ff
1^^_q_D^ —

%J —
etc.

_^^ etc.

-»-4in.

^»5?f^^'^=^^= u
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Side motion of the 4tli

finger.

Seitliche Bewegung des

\ ten Fingers.

Mouvement lateral du

4 me doigt.

Movimienio lateral del

49 dedo.

Moderate (J =84)

4„4:
n'^^I ^» .H 9.^^

4 „ 434 -^

5

5,5 ,

1
,
1 4 4 5 4 5^ .4 3,4 3 _ ^ - 4343_^—

^

^s
N?9

i-^ tfTO
etc.

§S
it:

4343 /:
- 4343
^'*1'*"46^^^ SE 434 5 >4'^4 3y* *"l45 45

M^^^'^^"^-^^m
^^^sw

Side motion of the

thumb.

Seitliche Bewegung des

Daumens.

Mouvement lateral du

pouce.

Movimiento lateral del

pulgar.

Allegretto (J =96-130

^f.i'f -fLih^.-ri ^ .-f-

N910

m L^ 1.1 4* 4 i 4 5

s \

I
,, ,5

-a
bi .^*. f.iti.*.;.

^^
? ^ i .1 .1 1 1 1 1

- * 6 ^ 4 |»fe^ 6 ^f- 6 PP 5 L^ 4f'5 ^ 4 ytt " I o— - u^i^ 4 — " _4 -^-e-^p

^a ^f . ¥._¥«,

^

r f . r
S' ^ '^ "

*) i
i
lti't

Itf
, %r \ * 5^ f ^f ^r

etc.

^
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Side motion of 4th and

5 th fingers.

(J =69-92)

Seitliche Bewegung des

4 ten und des Sten Fingers.

Mouvement lateral du

4 me et 5me doigt.

Movimiento lateral del

4Q y del 5Q dedo.

5 4 5 4 5

N911

,

i

'

,

h j rij u 1 \^
\

Side motion of the 3rd

finger.

Seitliche Bewegung des

Sten Fingers.

Mouvement lateral du

3 me doigt.

Movimiento lateral del

3er dedo.

(J =92-132)

N912

5 5 55 5**5

20934
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4t^i

"siro
—--3: 50 *1 5w^ ^^*

^-o-
um

5 " B 5

fe^ TfW
fm

"^

etc.

^
t̂f^ tlJ fl^ -» ^ *

Side motion of the 3rd

and 4th fingers.

SfAtliche Bewegung des

3ten unci 4 ten Fingers.

Mouvement lateral du

3 me et 4 me doigt.

Movimiento lateral del

Ser y 40 dedo.

J =(J = 69-93)

N913

4 3
g L. ,1m ^#=^

g
%'JiH ittfHj

I

4 , 3

pp:

-t-^
ZjE

-^ r

^

^J \m P
1;* ^ *

1

f
s:

^i^..a.^r ii

^

i
9-4 ^3 1 43 3 ^ H^H^^jt^^

i

^ te s» :;ri

£m^#=4

£

^ ^ ^*
^

i ^s 5
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i *
Effi

V a. Up 'ir ^

£
OE

ii

I* 5 m S"
iS ij^ H^ 'H i}J ^

;ji C* H* ^ 1^*J 9

t m a i
b. i,_ .I'fi.

23e:

55 S ii

.^>--

T-
'> '^'^^^

w i
^^|sS

^ ^
s:

Side motion of the

thumb.

Seitliche Beicegung des

Daumens.

Mouvement lateral du

pouce.

Movimiento lateral del

pulg-ar.

(J =93-133)

N9 14

i
-^T^ r^u ' ;

5 ,i5
# 1

r=^ -rl?)jir-

7 ja . g 1 11,^15 '

^

y '» n
itai

^ ai lb.
5

I

5

^^ i^l^l alb^ i^^

§

Q^rinl Mi i.^'^f ^ r'rr ^tir:» * ^
^#^s#

5 ,,5

f^AH PSb^ l|^ ^f U îf.

r^^-^ -mf-

7 h ii. ^ 1 . 11^

v-^^^^y^Vii;'i
S-|» !» lAW V̂r^ m

m
4
3

ft- r. fe I|t>^
!>. ^

r̂^r'i
I r ^

,>: l,l t» yJl* tjf. |
==* i*^

20934
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Side motion of the

2nd finger.

Seitliehe Bewegung
2ten Fingers.

Mouvement lateral du
ame doigt.

Movimiento lateral del

2° dedo.

N9

m. d.
1

re)

o 3 -1—

^

*>

15 =^5—e^
1

8 1
^p.

3 ^ u^ 1 3 4—
•-

,^^r''
p>

'rt
»-

3^Pi-
'r^i

» -if^
4

—

3—3—^—i—3—3-

an
f^ f¥T^

a i
t

(•-&» a f^ ^

# a .
3 „ 1 3 3

^^^^^g fr¥*rf^^fT frW ^ ^#pr^f-

£

i
H3 3-

«

—

\—a-~fS—±—

*

^O- P5E3:*

£ r "yTT r rrTI^

i
-3—3-

-8 4—a-

S^ ^tfp^ptfrpr i'fTfryr F^^ ^
a M 1^S#=F CS3E

£

i
-a—3.

~o~ -^—1-

f^ '
ttr^*^ *:^S=Pt:

%a^

,•3 I
^—S-

—

1 ' 3 3 „—

t

etc.

O „ .
1^ 1 7 it^
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(J =76)
m. s. ± I ^ 2 1

3 in4S2^ *" 3 1 „ * a , 3' , ^=4
3 3 1 3

a"*

it i ^ S
2 1

2X^* ^« =^—

#

^?0 3- is-gi^a^i

2 1

s
J^^ ^1^

I
^'> JbiLJ ^F-j-j^H^3=so &

^- B
^;«

^^^ ^_ 2 1

4V ,^ ^"T
1J , 1^^ ^J h^ 7«^ «

;<
I- 7*^ m M\mft*'"Ti

#^^4>^^z—q** - 1
3 3 " t 3—»^

—^—

t

1
"

n n —

^
')=

ii..^.t
irJttJ' i fti^^^ J;t^ J J^^ !

2 1^HJt^J J ^il^ J J ^ ^^
3 3

1 3—

S

^li-

2 1

k^i ^# t|J J j^^fe;JlJ J ^i;^ J Jky?^ • o 1 •1^,3133 "^^^^i—

3

*:0* ^JJJJJ ii.Q

2 1

W;J
•7

etc.

* 2 ^ * ai

i 3 3 ~ -4r
331

20934
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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.

tlbungen zur ICr'dftigung

der einzelnen Finger, Eben-
rndssigkeit des Ansohlages,

und als Vorbereitung zur
Erlangung des "singenden"

Tones.

Exercices pour fortifier

les doigts, pour le'galite du
toucher et comme prepar-

ation pour I'aequisition du

"son chantant'.'

Ejercieios para dar fuer-
za a los dedos, para igual-

dad del toticher')/ como pre-

paraeion para Id adquisi -

cion del"sonido cantante"

iy 3 :iJr hsdif^Kvit
l# JfJtei ;^

^=^
PPP y?^ •f

t/ il'i\,r^^f^ff^ ^^P ^f^
?? ¥ J

f̂ F

^^Pg= S
P

h :h^ fc^ # ".7 71^ \
h

^

h:^^ h_

^â' ^F^' t P^ ^^"^

^-r^ sL

*

'

\irii%^i\*
r ^^

fesli^ L^^^^^ t-^
\"X^̂ ^^\k^ ^4% !S

etc.

e^ 79
77?pj '7yj.

^ r^ ^=^
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M *fc-i M
If^ 123c

feP^S^ f^g^ s ^ ^ s 1r^5 ? ? p r^
^^

?^

h

^wîlk^^ 1 ^ ^^
M»t<ji>r'^fg^

h
^ îM.

h

etc.

s K-s W^ fa ij'7^i p1*'
'ff^ ^

Practise all diminished

seventh chords in the same

manner.

Man ube in gieicher Weise

alle vermindei'ten Septime-
nakhorde.

Etudiez de la meme faqon

tous les accords de septieme

diminuee.

Estudiense de la misma
manera todos los aeordesde

setitna disminuida.

i i ji
itJ 1 ''(. il 1 n^E^ W^^

f

M 1 ' I-

V

f

p
i

etc.

/
etc.

^^^ fe

f
etc.

=*

^ li S
/

etc. etc.

ij 7^ ^jM^ \ ^ ^i

PI PP ^ "m w
20934
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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

1. h. plays two octaves

lower. Legato ^andj»,
finger staccato f and p.

ifbungen in

verminderten Septimen.

loh iringe hier nur solehe,

die zweifellos von Wir-

kung sind; es konnen aber

hunderte erdaeht werden,

wie es ja auch die beson -

deren Hefte beweisen^wel-

che I. Philipp und E. Mac
Dowell herausgebracht ha-

ben.

£ei alien diesen Ifbun-

gen spielt die I. H. zwei

Oktaven tiefer. Legato f
und p, Finger- staccato

y und p.

Exercices de

septieme diminuee.

Je ne donne ici que

ceux dont la valeur et

I'effet ne peuvent etre

mis en doute; mais il

est possible d'en inventer

des centaines, comme le

prouvent les cahiers spe-

ciaux publics par I. Phil-

ipp et par E. Mac Dowell.

Dans tous ces exerci -

ces la m.g. joue deux

octaves plus bas. Legato

J' et p, staccato de doigts

yet p.

Ejercicios de

setima disminuida.

Solo doy aqut los gue son

de un valor y efeeto indis-

cutibles; pero se les puede

idear por centenares, como

lo prueban los cuadernos

especiales publieados por
I. Philipp y B. Mac Dow-
ell.

JSn todos estos ejercicios

la in. iz. toca dos octavas

mas bajo. Legato fy p
y staccato de dedos J'y p.

5 3
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y. 113-160

1 2 12 3 2 3 4 3
^^^ ^^^2 ^ 2 ^ 2 12 3 2 3 4 3 ^ ^ 4 3 4 3 P. 3 .

N9 3 m^
-^ l-^l "34323 33323I34 i^s^x^

• ":: #

5 5 5 5
4^48 3 3343^

i 1
S4I4 „4 4 „4

3-»3i23 313 323^3
m

¥j ^^4 W 1212 323 43 454 343232

mihhiii^i.^i^
- 4*4 4

#3^3^, 23 2_i2 0_fjerpgcp:
iipf Pi..pr

wrw
CLQCHC

1 212323 43 4 54

N9 4
>^/:32-^23' "^Vq^V=
5 H 5 *5

1 2 32 34 ^rf
3 4 32 1 2 323 4 ^^432

N9 5 S
fe ttOT: ||: ^^^^^a^i

etc.

m
4 '3^3 2^ 3 2 3^ ^^T^XS

5 5

l^tt?*'^ g 12" 2'
3 "3; *

1 2 3
434 ^-323 2 1 2 343 4 5_43 2

N9 6 m
32

H ii^JJJ --ll- B etc.

i*- JJS^V tt
* *;^;^'^^;

'* "1)^^8 2 8 3 '43

^t^=ssi ^r%32 1 9 1 2 1

N9 7 i

2345454 54321 2 1

m• . »

>#3^^^^^^^l3^f>jij'V
'^!Sff12 '

1 „»2^
"^S^^^ ^^^

5^5^ ^i*

121212 34^'^^^5432 12I 212 3 4 5^5 45 432

N9 8
5 45 45

43 50 o

etc.
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1 23232 34^fi 34 3ao» 1232 323 4 ^^^^^432 12 3 232 3 4^,^84 3/.o.

N9 9

1 2 343 4345±323333 jgg ^g 43 4 543 2 3 2 3

N910

13 4 2

mg I'i '^
^i

I. Philipp*)

Exercises for the independence of the fingers

2 4 3 2 i 3 4 2m
1 3 2 4 4 23

W M 1^ &• L-

1 3 2 4 3 5

i ^ 13 2 4

w
t

3 '4 3 »

i 3 4
g,

! , 3 _il4

^
1 3 2 4 3 5 4 i 3 2 4

^
_ .1,^1^^ ( School of Modern Pianoforte Virtuosity
Eosenthal- Schytte,

{ ^^^^^^ ^^^ ^^--^^^^^^ x/at-eWrsp.-*/s

Jj?fa^f[y''TjM,j?;
b

LLeZ-^ri^

(chrom.)

m etc.

^
3 2_5

12P==IK
(chrom.)

3 * ^•1-^

5 ^ W" etc.

20934
*) By permission of G. Sehirmer, New York.



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

fur den vierten und

funften Finger.

Uber die Wichtigkeit die-

ser Ubungen braucht nicht

gesprnchen zu werden; fast

jeder vierte und funfte

Finger ist schwach.

Exercices speciaux

pour le 4me et 5ine

doigt.

II n'est guere neces -

saire d'expliquer I'impor -

tance de ces exercices; la

plupart des personnes ont

des quatriemes et cinqui -

ernes doigts faibles.

99

Ejercicios especiales

para el 4Q y el 5Q

dedo.

No es necesario expH -

car la importancia de es -

ios ejercicios; lamayor parte

de las personas tienen debiles

hs cuartos y quintos dedos.

N91

[tH

5

• m
3
•

5 ^* p r 1
f-w-^' «s>t^

-^5

—

1 1 1

1

P^ 3 ^ , 3
5

4 >- 3 \

1

1 1 1 1 1

3 ^ . 34^ 3
1•

—

•-

^^^^=

etc.

20934
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(J =(J - 93-133)
5 ,., 5

N9 2#^^
'

I

rr I rf\ I rrrrff

^

4 5, 314c: 2 14 "S 31
»8.5. </^^ o//«w^ dassa °

!. Ji'^«- U*1j«- u4i L U- etc. 4 5

^;;«rr^;yT;b:«rr.i,Jrt.i,.rr.
,irr 1 13

etc. 4 5 3 1 4 5 3 1

^ d2i5

4 ^ 45
,
4 I

B

—3 1 tt-—

45 -^B

4 5 3 1 4 5 3 1

f=^
etc.^

453I45 314 5 2*
i^=S

4* 4-
mf ^

'4 5

(Jl= 93-133) 545 545 5 z 5
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(J' = 116-152)

54534341 54534341

(J= 116-153)

N05

-

Jffl)ffl i

- }4,r^
3 " ^-s-
—

*

w^mmwu—

^

ffiffl

4 'l i r '4 4
I
> 3i. ^ 3L A „5 t

•-•-hi- T---H- T^ '-

^^ta ±

fff^V "5, - ;^ V V V V
4 135 4 •' 4 5

(J = 92 - 132)

5 , 5 4^4

<y-

4 ^ i 5 455
LfmmiL ^ £^

4545 454-5 ^^
5 454 5454

20934



102

(J = 104-132)
B4 64 B4B4B454

m. s. due ottave bassa

6 4 5 4

^^^Wf?^^ • *IS 13 12

^. 'I
^ ^ D^ni^aJji^J^i^J

5 4 6 4

5 4 5 4 5 4 5 4

d '^" 1 a 1 2

13 12^ Uitff ^:?T^

etc.

5^1

wi.6'. <^Me ottave bassa

1 3 3 545 1 31545

wt*^^W#
5 * 3

(J = 93 -132)^-J?
1 54 5 Q 54 5 2 54 5 3 5 4 5 l5 4

* ir^ «-

5
54^ 54^\

5 ft 5

2 5 4 5

j^J d ^: 2 .^N9 9 *3=*
i'a 1 * ta 1 -*^—1-

fe
+-3 1-

V>

4^=a

la 1

f^
M 1

wj. s. due ottave bassa

51 ^>, fl^P=^

3

5
-«- li lA- /.la 5 1 j!

etc. •— |S^
I
3 S~~- 11* S^ ^^ «^

Sfeefefe^^ *̂^ ^ 1 53 52 52

l?i^^^ l^A M- ^A~^ q iJU 4 ia_^ b.*. i^ PA. -m-

S^ i-<; LH L£f U^ I ^-^ Lij LU LI/ I Lij Li^

etc.
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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 over

the fourth finger with a

side motion;thus, too, the

second finger over the

fifth.

Fiir Gelenkigkeit

der Haiid.

Man springe nicht nach

jeder Oruppe von vier S2stel,

sondern spiele glatt, tnit

leichtem Weiterrucken der

Hand. Der Dau?nen wird

mit seitlicher Bewegung
iiber den vierten Finger
gebraeht, ebenso der zwei-

te Finger Ub er den funften.

Pour la souplesse

de la main.

II ne faut pas que la

main saute a ohaque groupe

de quatre triple croches;

jouez avec egalite et lais-

sez la main se deplacer a-

veo aisance. Le pouce
doit passer par dessus le

4me doigtjle sme doigt par

dessus le SJ^^mais par un
mouvement lateral.

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 con

facilidad. El pulgar debe

pasar par eneima del 4'1

dedo, el segundo por
eucima del quinto , pero

por medio deun tnovitniento

lateral.

m. s. una
ottava bassa

4 3 3 14
5 4 3 2 5 *

N9 2
^^^ ^ *^9-^

m. s. una
ottava bassa

4 3 3 1 4 3 2 1

6 4 3 3 B 4 3 3
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Not too slow and not too

loud. Play with dexterity

and with a light legato.

Nicht zu langsam und

nicht zu kraftig. Mit

flinker Beweglichkeit und

ieiehtem legato.

Pas trop lent et pas trop

fort. Jouez avec vivacite

et adresse, et employez

un leger legato.

No demasiadu lento ni

demasiado fuerte. Mjecutene

con vivacidad y destreza,

empleando un ligero legato.

{d- 93-96)
15 4 3 2 15 13 3 4 5 2 3 5

5 2 3 5

N9 3 E^g
^ 1 o „

m L^

—

wW-t fs—^ 3 8 1
1 3 3 4

4 1- 3 3

7n. s. due ottave bassa

154 33151
lii ^^ 3

3 5

Repeat four times.
Wiederhole viertnal.
Repetez quatre fois.

Repitase euatro veces.

3 3 5 3

^ Bat^-^ t? # ~
1

1 5 1 5 1

m ^^m 2 35 2 35

m*=i» • "

<> • d
^ \ 3

1 5 15 1

m JTTUm
3 5

m pp
9 y~y

4 5 3 1

1 5 15 1

m
3 5^im Jm^ -i—5-

^ -^—1-

4531

5 1 5 15 14 5 3 1 4531

^ -h^

k^ '

^^0- # ^H*
5 r:

2 3^5
^^#- IrV^ -3 a.

etc.

5 1 5 1 5
4 5 3 1

r-llyy^rT'T^^
4531
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Also to be recommended

as a "rest exercise" after

stretching or octave exer-

cises.

Aitch als Jjrholungsubung"

nach Streckungen oder

Oktavenspiel empfehlends-

wert.

Aussi comme "exercice

de repos"apres des ex -

ereices d extension ou

d octaves.

Tatnbien como "ejercioio

de repoHO " despues de ejer-

cicios de extension o de oc-

tauas.

(.J = loi - 152) _p - mp 5

5 4 3 3 1

?n.s. una ottava bassa

4 3 2 5 4 3 3 1
|J^Ji|J||J^J#JJi

|

-g

5 4 3 3 1

13 3 4 5 5 4 3 3 1

The following four exer-

cises complete this coUec -

tion of "flexibility exercises

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.

Die vier folgendeti U

-

bungen vervuUkom»i,<u7i

diese Reiha vunGeschnwi-

digkeitsubungen, toelche

ganz Kicherlich detn flei-

ssigen,. geivissenhaften

Hchuler die erwunschte
Elastizit'dt unci Bicgsam-
keit der JTand verleihen

werden, vorausgesetzt,

dass die chromatiscken
Ubungen am Anfartg den

Kapitela derFiagerubungen

durchgenommen warden
sind.

Les (juatre exercices
suivants completent cette

se'rie d exercices de'"flex-

ibilite"' laquelle ne peut

manquer de donner, a

leleve applique et con

-

seientieux, I'elasticite

et la souplesse de main
desirees. II est pourtant
sous-entendu que les exer-

cices chromatiques, au
commencement duChapitre

des exercices de doigts,

ont ete travailles.

Zos cuatro siguientes

completan esta serie de

ejercicios de "flexibilidad"

la cual seguramente dara
al discipulo trabajador y
coneienzudo, la deseada e-

lasticidad i/ fleribilidad

de niano. Queda soirentendi-

do que hatra estudiado antes

lus ejercicius ero?naticos

,

al principiu del Capitulo

de ejercicius de dedus.

N?5 4
Lento, Andante, Moderate, Alleg^ro p - tup
313 3 454313 3 4 5421

% ttX 4 3^3
*= f

€J
4 - 4 '3 3 1 2

m.s. due ottave bassa

3^2 1 3. 4

Tm.U^ ^ iui 1 ! vt\,l lui• V ^ i
o 4,5

21 2 345 421 2345431
itf y p Y r >^
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mf

ATn a —»
/«|133435132435

fn. A

5 3 ^ 4 ^ 3 ^1 f+B 3 4 ^3 ttg 1 ^ ^ ^

. fl^we ottave bassa

3|4o3,534^3
-»-132435132435

,J =(J = 80-93)

N97

5 "5^55

3 3

1 5 Ll 5#M Ss i

tef!
J^JJ J J J J J /nrrm nrrni

*M\\i \i4 ^'3 ^3

l\>l I ^ . m

rrrrr'r i
i

&0934
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i^S P^^^^^'^ • ^^^ • ^J* ^ *'^ -^ f * * ^
1 " a 3

1 .5 L - 5

^^fP
i

N?8
5 3 2 16 4 3 2 1

itb. s. una ottava bassa 53 3154 3 21

1^--^ 3 6 1 3 3 4

1 3351334 5

5 3 3 1
g 4 3 3 1 54,3

1 ,
b* llAl

3 fc3 /•
^ 11 II

1 3 3 5 12 3 4 5
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Finger exercises with

combined legato

and staccato touch

for one hand.

The correct execution

dccomplished at the same

time and with one hand of

the two kinds of touchdega-

to and staccato, presuppos-

es a smooth and advanced

tecnic. For interesting

examples seethe Chapter;

"Legato - Staccato - Porta-

mento.

Fingeriibungen m it

gleichzeitigemLegato

und Staccatoanschlag

in einer Hand.

Fur die riehiige,gleich-

zeitige Ausfuhrung der

beiden Anschlagsarteh

legato und staccato mit

einer Hand, ist schon eine

zietnlich ausgefeiltej'ort-

geschrittene Technik er-

forderlich. Betreffs _ in-

teressanter Beispiele neh-

me tnan Einsicht in das

Kapiteh'Legato - Staccato -

Portamento.

Exercices de doigts avec

combinaison du legato

et du staccato

dans une main

.

L'execution correcte, ac-

complie en meme temps et

avec une main seule, des

deux sortes de toucher:

legato et staccato requie-

rent deja une technique

bien nivelee et avancee.

Voyezl«s interessants ex-'

emples dans le Chapitre:

Legato - Staccato -Porta-

mento-.

Ejercicios de dedos con

co7nbinacion del legato

y staccato

en una mano

.

La ejecucibn correcta,

en un tnismo tiempo y con

una mano sola, de las dos

clases de"toucher"legato y

staccato-, reguiereya una

tecnica muy unifnrm.e y

avanzada. Veanse losin-

teresantes ejem,ples del

Capitulo: "Legato -Staccato-

Portamento".

m.d.

N9 1

ni.s.

5 4 3
353454 3 35345435

?• _ l J W • -%—
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Finger exercises

writh crossing of hands.

The crossing of hands

occurs so often 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 -

ence of fingers. Practise

them loud, and also soft.

Fingeriibungen

mit ijberkrenzen derHdnde.

Das Uberkreuzen derHan-

de kotnint beitn Klavier-

spiel so haufig vor, dass

es ratsam ist, durch einige

tfbungen auf solche 7nanch-

tnal recht unangenehme

Stellen vorbereitet zu sein.

In den Kapiteln der dia -

tonischemmdchromntischen

Tonleitern, soivie der Ar -

peggien, ist bereits die

Notwendigkeit betont wor -

den, diese Gattungen der

Teehnik auch init ilber -

kreuzten Hdnden zu ii -

ben. Folgende Ubungeii

haben ausserdem den Vor

-

teil, duss sie eine grosse Un-

(tbhdngigkeit der Finger

entwickeln. Man ube sie

laut und auch leise.

Exercices de doigts

avec croisement de mains.

Le croisement des

mains a lieu si souvent

dans le jeu du piano qu'il

est bon de se preparer,

par letude, aux passages,

souvent fort desagreables,

qu'on est apte a rencon -

trer. Dans les chapitres

des gammes diatoniques

et chromatiques et des

arpeges la necessite a

ete demontree dc les travail-

ler aussi avec les mains

croisees. Les exercices

suivants ont d'ailleurs le

merite de developper I'in-

dependance des doigts.

Etudiez les forte et aussi

piano.

Ejercicios de dedos

con manos cruzadas.

El ci-uzar las manos

ocurre tan a inenudo en

el juego del piano que con-

vie ne prepararse, por el

estudio, para los pasajes,

a veces tnuy incbmodosque

se encuentran eonfrecuen-

cia. En los eapitulosdelas

escalas diatbnicas y cro-

maticas, y tafndicn de ar-

pegios, ya quedb denvistra-

da la necesidad de ejecutar

estas partes teenieas tam-

hien con las manos cruza-

das. Los ejercicios siguien-

tes poseen adetnas el meriin

de desarollar la indepen -

dencia de los dedos. Se ejecu-

taran fuerte y tatnbien

piano.

7n.s

(J = 76 -

sopra 1 2
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(J =76-108)

m.d.

N9 3
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non legato .
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For speed and light-

ness of fingers and

flexibility of hand.

The grace notes should be

played as rapidly as poss-

ible.

N9 1
(J = 76-92)

Fiir Schnelligkeit

und Leichtigkeit der
Finger nnd Geschmei-

digkeit der Hand.

Die Vorschlagsnoten sind

dusserst kurz zu spielen.

Pour la vitesse et

la legerete des doigts

et la souplesse de la

main.

Les petites notes se

joueront aussi vite que

possible.

Para la rapidez y
ligereza de los dedos

y flexibilidad de la

mano.

Las notas pequenas se

tocaran tan aprisa eomo

sea posible.

-8-—3—»- 4 4 4 4 3

IfcHai^
^ ^i^- ^^'^^wt*

3 3 4 4 4 4

tmM'u'Uvm'm
m. s. una ottava bassa

Z 3 3^3 3^4 *~-^i »t--4 * 4 '^2 2 3^
'4 5-^4

$ SS
jTj^j hj L^ '-^L^ ^:i^ ,JL^ -j^j ,i^

4 1 4
3 3 3 3 3 4_5_4
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r^jirjUjJ/LJ.^J jlJ^jJlŝ
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N9 4

g

a 5j 4 2 6 8 4 3 54

^
3 S3

^
2 5 3 4 2 5 4

^5:

^^^ i^ U 3
5 ^4J 3, -4_^3 -J- * ^5~^-"'^4

^^ Pl|j -1
^* 53

^^ii \[

&A ^m 'k
etc.

m s u ^^ -N^

The staccato sth notes

to be sharply accented by

quick lifting.

N9 5

T

Les croches staccato,

fortement accentuees et

levant vivement la main.

Die Achtelnoten sind tnit

kurze/n Ansehlag scharf

abzustossen.

Las corcheas staccato,

fuertemente acentuadas y

levantando rapida-mente la

mano.

4
1 a .s Ji

—las ^i

^-,|d:P^i'gp^P^P^j^P^^,eJJTj) l^^^i
2^£>o -^^2

BiS>P,^8^^^^^^g|^^ff^^ iir'' t)"f"ip

ii4S^^ etc.

3 keys with 123^ 3 with 23

4; 3 with 345.

All small notes, in follow-

ing exercises as rapidly as

possible,- the 8t]i notes "lift-

ed" quickly with an accent.

N9 6

3 Tonarten mit 123; 3
mit 334; 3 tnit 345.

Alle MeifwnNoten in fol-

genden Ubungen dusserstge-

schwind; die Achtelnotenmit

ku7'zem Ansehlag scharf ad-

gestossen.

3 tons avec 123} 3 avec 2

34; 3 avec 345.

Toutes les petites notes

des exercices suivants aussi

vite que possible et'enlevez"

rapidement, avec un accent,

les croches staccato.

f\ 212 3}12 3 4 3 213348

n ;.fiJ> J
1PU) ^J' w;^. n'j'-p rp l^^p

'^^

3 tonos eon 123; 3 con

23 4; 3 con 345.

Todas las notas pequenas de
los ejercicios siguientes, tan a-
prisa como sea posible y le -

vdntense" rapidamente, con un
acento, las corcheas staccato.

*4il3 4 32i„
1 ^il^f 1

4»1^1 4*

'^

1 1

*4|iaN 452^

•ff J ^ ' ft :J 1384 ff ^^aa J ft " \ ^ ft -^
ft a <

313 34 3 21234 3
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Original exercises,

( independence of the fingers)

expressly written for

this work, by:

Originaliihungen,

(Unabhangigkeit der Fin-

ger) eigens fur
dieses Werk geschrie-

ben, von:

Exercices originaux,

(independance des doigts)

ecrits expressement

pour cette oeuvre, par:

Ejercicios originales,

(independencia de los

dedos) escritos especial-

mente para esta obra,

por.-

LEOPOLD GODOWSKY

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; then repeat 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. (A.J.)

Diese JJbungen sindau -

sserst sinnre ich und vongro -

ssem Mffekt. Die beiden

er.sten spiele tnan zuerst

legato und ztoar sechsmal

in immer schnellerem

Te?npo, ivie: Lento-Andante-

Moderato- Allegretto- Al-

legro - Yv&^Xo^nachher iihe

man sie auf obigeArt st-jM-

cato.

Die zweitetlhvj^g ist ein

ausgezeichnetes Studiutn

zur ErlangxiHg der Mei

-

stersehaft in de?' gleich-

zeitigen AusfUhrutig zwei-

er verschitdener Rhythinen.

Die dritte dient zur Be-

herrachung des gleichzeiti-

gen Spiels i'an staceafound

gehalteneit Noten mit ei-

ner Hand. (A.J.)

Ces exercices sont tres

ingenieux et d'un grand se-

cours. Lee deux premiers

exercices doivent etre e -

tudies d'abord legato, six

fois de suite et en augment-

ant chaque fois la vitesse:

Lento -Andante-Moderat o

-

Allegretto -Allegro-Presto:

ensuite on les etudiera, de

la meme fa§on, staccato.

Le second e.x.ercice offre

une excellent e occasion d'ob-

tenir la maitrise duns le jeu

simultane de deux rythmes

differents.

Le troisieme exerciceper-

met d'affirmer I'execution,

avec une main seule, de

notes jouees staccato pen-

dant que la meme main sou-

tient une note,c'est-a - dire:

garde, enfoneee,une touche.

(A.J.)

Mstos ejercicios son su-

mamente injeniosos j/ de

excelente efecto. Los dos

primeros ejercicios se es-

tudiaran primeramente le-

gato, seis veces de segui -

da y aumentando cada vez

la velocidad: Lento-Andan-

te- Moderato- Allegro-Pres-

to: luego se estudiardn,de

la misma manera, staccato.

£1 segundo ejercicio o-

frece una excelente ocas -

ion de obtener dominio en

la ejecucion simultanea

de dos ritmos diferentes.

SI tercer ejercicio de-

sarrolla y asienta la ejecu-

cion, con una mano sola,de

notas tocadas staccato, mi-

entras la misma mano sos-

tiene una nota, es decir

guarda hundida una tecla.

(A.J)

m.d. 4r

^
f i f
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Original exercises,

expressly written for

this work, by:

Originaliibungen,

eigens fur dieses

Werk geschrieben, von -.

Exercices originaux,

ecrits expressement

pour cette oeuvre,par:

Ejercicios originates,

escritos especialmente

para esta obra, pon

PERRUCCIO BUSONI

For fl-exibility of the

Lands, and accuracy. Play

this exercise in each of the

three keys legato, as marked:

-<: ==- and tTOVa. Andante

to Presto- Then staccato, in

same manner; then as follows:

® d). (A.J.)

Fur Biegsamkeit der

Hdnde und Treffsieherheit.

Man spiele die Ubung in je-

der der drei Tonarten legato,

so wie sie gesehrieben: ^=^

==— von Andante bis Pres-

to. Spater staccato ^ in glei-

cher Weise; nachher wie

unter (A) und (b) . (A.J.)

Pour la flexibilite des

mains et lajustesse. On

jouera I'exercice dans cha-

cun des trois tons legato,

ainsi qu'il est marque:-=::r

=» et dans un mouvement

Andartie jusqu'au Presto. En-

suite staccato, de la meme
fagon; puis comme suit :

® d). (A.J.)

Para la flexibilidad de

las manos y certeza teenica.

Estiidiesu el ejercicio en oa-

dauno de los tres t(mas,ligado^

asi como esia itidicado:^=^

-
"— y de un moviiniento

Andante hasta Vx^'Sto.Luego

staccato, de la ndsma manera}

luego co9no sigue \k) (B^.

(A.J.)

$
« ^ ° ','.'' -

^ fW
1

4 i
" - - tb* E *'

^
3 3 1

2 4 -t b 8 3 1 5 1 9 *

4 ^ ^~-i

?*i phi

1 ,v

ihih^'^m^h

5 3

®
1^3 3 1
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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 legato-, 3. a

supple, easy action of the

forearms. Play first lento,

t'henAiidante,Moderato,Allegro.

CA.J.)

Sine schwere, aber

hochst wirksame IJbung,

welehe viel Gutes hervur-

bringt: 1 ein sauberes

Spiel der Daumen uvd des

fimfteri Fingers, das heisst

der Finger, welehe mehr
als alle underen,tecknische

Fehler verursachen. 2. die

Erlangung des gebundenen

Spiels bei weiten Sprun -

gen. S.eine lockere, leichte

Spielart der Vorderarme.

Mdn ube zuerst Lento,dan>i

Andante, Moderato, Allegro.

(A.J.)

Un exercice difficile,

mais dun excellent effet

et qui produit plusieurs

bonsresultats: 19 justesse

technique des pouces et

des cinquiemes doigts,

c'est-a-dire des doigts

qui, plus que les autres,

sont la cause de fausses

notes. 20 I'acquisition

du legato dans les sauts.

39une action souple et

aisee des avant-bras.B-

tudiez d abord Lento;

ensuite Andante,Moderato,

Allegro. CA.J.)

Un ejercicio dificil, pero

de excelente efecto y que

produce varios buenos resuZ-

tados. 19 certeza tecnica de

los pulgares y de los guintos

dedos, es decir de los dedos

que mas que los otros son

causa de notas falsas.

89 la adquisicion del legato

en los saltos. 39 una aeeion

flexible y fdeil de los an-

tebrazos. Fstudieseprimera-

mente Lento; Itiego Andante,

Moderato, Allegro. (A.J.)

ni.s

^l^^ii [frrrrrr,rf
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Original exercises,

expressly written

for this work, by:

Foi- 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

Fiir Biegsatnkeit der
Finger und Hdnde. Man
iiie zuerst langsain, dann

nach und nach schneller

,

bis Allegro eneicht wird.

Die ersten zwei Takte sind

als selbststdndige Ubung
fiir die Dau^nen im Ka-

pitel „Daum.en" eu fin-

den. Wande, die den. Ab-

stand einer Dezime nicht

erreichen kSnnen,- sollten

nicht versuchen, das fis

mit de?n Daumen der rech-

ten Hand, itn vierten und
fiinften Takt der Ubung,

zu halten. (A.J.)

Exercices originaux,

ecrits expressement

pour cette oeuvre, par:

SAUER

Pour la flexibilite des

doigts et de la jnain. Etu-

diez dabord lentement;

ensuite graduellement plus

vite, jusqu'a un mpuve -

ment Allegro. Les deux

premieres mesures se trou-

vent annotees, eomme un
exercice separe pour les

pouces, dans le chapitre

intitule "Pouces". Les
mains qui ne peuvent
atteindre I'intervalle de

dixieme 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.)

Ejercicios originales,

escritos especialmente

para estaobra,por:

Para la flexibilidad de

los dedos y de la tnano

.

Entudiese primeramente
despaeio; luego poco a poeo

mas aprisa, hasta llegar a
un moviinienio Allegro. £os

dos primeros compases se

hallan anotados, coino ejer-

cicio separado para los pul-

gares, en el Capitulo enti-

tulado "Fulgares". Las
inanos que no pueden al-

eanzar el intervale de de-

ciina no deben esforsarse

en guardar, con el pulgar

de la mano derecha, el fajf

en los compases 4-5 del

ejercieio. (A, J.)

N91

i
l^rSr^

r\m 333;^
-^-h—3-
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These clever and well

conceived exercises devel-

op the technical dexterity

and strength of the 3rd,4th,

and Bth fingers, while in-

creasing the flexibility

of the hands through con-

traction and extension.

(A.J.)

Vivace

Diese sinnreich auage -

dachten Ubungen e?itwik -

ketn, die technische Gewandt

-

heit und Kraft des Iteyr,

4ien und 5ten Fingers, wah-

rend die Biegsamkeit der

Hdnde durch Zusannnen-

ziehen und Strecken. befor-

dert wird. (A. J.)

5 „ 4

Ces exercices sDnt re-

marquahlement biencon9Us

et developpent ladexterite

et la force des 3nie, 4me,

et 5me doigts,et augmentent

la flexibilite des mains

par la contraction et

I extension. (A. J.)

£stos ejercicios, de una

cuncepeion fiutableinente

buena, desarrollan la

destreza y la fuerza del

3er, 4o y Sodedo y awmentan

la flexibilidad de las /nanos

por medio de la cuntracciun

y de la extension. (A. J.

)

Mp. fii|jt|, tefete *^^t ft

20934



126

Legato; poi staccato.- Andante - Moderate - Allegro rA. 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; then grad-

ually faster, until Allegro^

but always mf and with

expression. (A. J.)

Fine geistreich erdachte

Ubung- u'/n ein schone.s he-

gaXo zu'erlang-en, da dabei

auch saubeies Spiel in den

beiden .'iteu Fingernerzielt

loird. Man iibe zuerst ganz

langsam, dUnn naeh und

nach schnellet; bis Allegro

erreicht ist, aber itniner

nif und mit Ausdruck. (A.J.)

Un excellent exercice

pour obtenir unbeau legato,

tout en developpant la jus-

tesse technique des cinquie-

mes doigts. Etudiez d'abord

tres lentement; ensuitegra-

duellement p]usvite,jusqu'a

un mouvement Allegro, mais

toujours mezzo forte et

avec expression. (A. J.)

Un exeelente ejereiciopa-

ra obtener un hermoso le-

gato, y para desarrollar la

junteza tecnicade las guin-

ios dedos. Sstiidiese pri -

'meramente muy despacio; lue-

go poco a poco mas aprisa,

hasta un mo.viiniento KW^-

gro, pero siempre mezzo

forte 2/ con expresion.CA.J.)

N94
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A highly effective and

melodious Etude for in-

dependence of fingers and

suppleness of hands. (A.J.)

Sine Kochst wirksame und

gesangliche Studie fur Undb-

hdngigkeit dor Finger und

Biegsamkeit der H'dnde.

(A.J.)

Une Etude fort effective

at melodieuse pour 1 in-

dependence des doigts et

la souplesse des mains.
(A.J.)

Tin Estudio sumamente

efectivo y melodioso para

la independencia de los dedos

y la soltura de las manos.
(A.J.)

N9 5
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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 5th fingers are
strengthened, stretched and
made more pliant; oppor -

tunity is given to gain com-
mand over the simultane -

0U8 use of the legato and
staccato touches ;the hands
are gently stretched and

'

made more nimble; the
wrists become more flex-
ible. (A.J.)

Originalilbungen ei-

gens flir dieses if^rk ge-

schrieben, von:

ARTHUR
Die folgende XJbung for -

dert einen entschiedenen Ge-

winn in Sezug auf tech
nische FertigJceit Her 4te
und 5te Finger werden ge-
kraftigt, gestreckt und bie -

gsa/ner gemaeht; es wird
dem Ubenden Gelegenheit ge -

hoten, Herrsehaft uber den
gleichzeitigen Gehraueh des
legato und staccato Ansch -

lags zu erlangen;die JSdnde
werden dadurch leicht ges-
treckt und flincker; die
Handgelenke werden bieg -

sainer. (A. J.)

5
3 5

4

Exercices originaux,
ecrits expressement pour

cette oeuvre, par:

FRIEDHEIM

L'exerciee suivant con-
duit a de serieux progres
techniques. II fortifie le

4eme et le 5eme doigt, les
etire et les rends plus
flexibles; 11 donne les moy-
en^ d'obtenir une bonne
execution simultanee du
toucher legato et stacca-
to; il etire doucement les
mains et les rends plus
legeres; il augmente aussi
la souplesse des poignets.

(A.J.)

129

Ejercicios originates,

escritos especialmente pa-
ra esta obra,por:

SI ejercicio siguiente

permite ganar en habili -

dad tecniea. Sstira el 4"

y 50 dedo, las foi-taleee y
las hace mas flexibles; da
oportunidad para alcanzar
el dominio de la ejecucion
siinultanea deV'toucher" le -

gate y staccato; estira
suavemente las manos y las

hace mas ligeras, y aumen-
ta la flexibilidad de las
munecas. (A. J.)
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5Bi i1l7'^" >

Thus in all keys.

Ebenso in alien Tonarten.

De meme dans tous les tons.

Asimismo en todos los tonos.

f ? ^ WfW=
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Original exercises,

expressly written for

this work, by

Originaliibungen,

eigens fur dieses

Werk gesehrieben, von

Exercices originaux,

ecrits expressement

cette oeuvre, par

131

Ejercicios origi -

nales, escritos espe -

cialmente para esta

obra, por

JOSEF LHEVINNE

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 n^; then

gradually faster in mp.

The passing of the thumb

over the Bth finger and

of the Bth finger over

the thumb is to be ac-

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.)

Der Zweck dieser

Virtu OS Uhung bestekt

daarin, die M'dnde durch

Zusam'/nenziehunff und

Ausdehnung hieffsamer

%u machen und zu

kr'dftigen; ferner dient sie

dazUjSieh ein schbnes Le-

gato anzuetgnen . Man

iibe sie zuerst m'dssig

sehnell und nicht lauter

als nif; dann allm'dhlig

sehneller in mp . Las Uber-

setze?i des Daumens uber

den Sten Finger und des

5ten Fingers ilder den

Dauinen muss auf glatte,

leiehte Weise geschehen,

w'dhrend die Hand uber

die Klaviatur dahinglei-

tet, Irgend eine Streckung

der Muskeln des Vorder-

armes m,uss vermieden

werden. (A. J.)

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-

sion d'un beau legato.

A etudier d' abord dans

un mouvement modere

et pas plus fort que mf.-

ensuite de plus en plus

vite en wp. Le passage

du pouce par dessus le

cinquieme doigt et du

cinquieme doigt par des-

sus le pouce doit s' ef -

fectuer d'une fagon e -

gale et facile tandis que

la main se meut sur le

clavier. II faut eviter

toute tension des mus -

cles de 1' avant - bras

.

(A. J.)

Fl objeto de este

ejereicio "virtuoso"es ob-

tener flevcibilidad yjuerza

en las manos por medio

de la contraccion y la

extension. Fstudiese pri-

m,ero en un tiempo mode,

rado y con no m,as

fuerza que mf; despues

gradualmente mas aprisa

y nip. Fl paso del pul -

gar' por encima del quinto

dedo y del quinto por

encima del pulgar dehe

hacerse de una manera

suave y facil a la par

que la mano 8=e mueve

sobre el teclado: Fvitase

tension de las musculos

del antebrazo . (A.J.)

3 ,, 4 5.Ui, 3
I
3y.f. ui f-^h}\> \f—m

6 4^ -9 3- =?=»= sX

^
1 ,a ^u* i

54331 B4 321548 213345123451 234
m. s. ottava bassa
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This effective exer -

eise develops the strength

of the tips of the fingers

and thereby helps to

obtain the so-called "jeu

perle'"("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 wirkungsvo I le

Uhung maeht die Finger,

spitzen kr'dftig und ver-

hilft dem Ubenden dazu,

sich das sogenannte "jeu

perle" (den "perlenden"

Anschlag) anzueignen

.

Sie sollte schnell /nit

einem frischen, festen

Anschlag gespielt werden.

Bei jeder Achielnote m/uss

man kr'dftig anschlagen,

und zwar verinittelst

einer schnellen, aufw'drts

gehenden Bewegung des

Fingers, der Ha fid und

des Arines. (A.J.)

Cet exercice efficace

developpe la force du

bout des doigts et par

cela meme aide a ob -

tenir le"jeu perle'.' A

jouer rapidement, avec

un toucher mordant et

ferme. On donnera un

fort accent sur chaque

croche au moyen d' un

mouvement ascendant du

doigt, de la main et de

I'avant-bras. (A.J.)

Este valioso ejercicio

desarrolla la fuerza de

la punta de los dedos y

asimismo ayuda a oh -

tener el"Jeu perle" (juego

aperlado) Ejecutese con

rapidez, con un "toucher"

redo y firme. Deje un

fuerte acento a cada cor-

chea, por tnedio de un

rapido movimiento as -

cendente del dedo , de

la inano y del antehrazo.

(A.J.)

'"^d- 13 3 4 5 3 1 3 3 4 5 3 1 3 3 4 5 J

^
1 3 3 4 5 3 2 3 4 5 3 ^f 1 2 3 4 b 3 *^
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Original exercises,

expressly written for

this work, by

Originaluhungen, er-

gens f'Ur dieses We/k

geschrieben, von

Exercices origi -

naux, ecrits expresse-

ment pour cette oeuvre

par

139

Ejercicios origi -

nales, escritos espe -

ciahnente para esta

obra, por

IGNAZ FEIEDMAN

These exercises re-

quire more care ui 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

tone than right hand.

Care must be given that

both hands alternate

with absolute evenness

of touch and tone. This

alternation is to be ac-

complished with ease,

even with abandon, the

hands being lifted from

the keyboard at the

same height; thereby

"unconscious" technical

accuracy is encouraged.

The accents are to be

given by either hand

with the same firmness

and equality of tone.

When greater speed is

attempted the clarity

and "pearliness"of touch

must be preserved. Prac-

tise pp-p-nif-f and also

(A.J.)

20934

Diese Ubangen er -

fordern rnehr Vursicht

beim, Spielen und sind

nutzbring-ender als es

auf dem ersten Bliek

erscheinen mag. Die

liiike Hand int immer

dazu g-eneigt, mit einem

schw'dcheren , weniger wi

-

dei'hallenden oder singen-

den Anschlag zu spieleit

als die rechte Hand. Man

muss sorgfdltiff darauf

achten, dass beide Mdnde

sieh mit absoluter Gleich-

heit in Bezug auf An-

schlag und Ton ablosen.

Der Weehsel in den H'dn-

den muss mit Leichtig-

keit, ja sogar' mit Ge -

lassenheit stattfittden,

indein man die H'dnde

von der JClaviatar gleich

hoch aufhebt; dadurch

wird "unbewusste" teeh-

nisehe Akkuratesse ent-

wickelt. Beide H'dnde

miissen die Akzente mit

demselben festen An -

svhlag und Gleiehheit

im Tone hervorbringen.

Bei grosserer Schnellig-

keit sollte man durchaus

die JClarheit und das

"Perlengleiehe'^ des An -

schlags beibehalten. Man

ube Pp-p-itif-f und

auch
(A. J.)

Les exercices sui-

vants necessitent plus

de soin dans I'execu -

tion et ils produisent

de meilleurs resultats

au point de vue tech -

nique qu'on ne pour -

rait le croire tout d'a-

bord. La main gauche

a toujours tendance a

jouer avec un ton chan-

tant plus faible et moins

resonnant que la main

droite . II faut avoir soin

que les deux mains al-

ternent avec une par -

faite egalite de toucher

et de son. Cette alter -

nance doit etre accom-

plie avec aisance,meme

avec laisser- aller, les

mains devant se lever

a la memo hauteur au-

dessus du clavier; par

la, on arrive a la su -

rete technique "incon -

sciente'.' Les deux mains

doivent donner les ac -

cents avec la meme fer-

mete et la meme ega -

lite de son. Lorsque 1'

on essaye une plus

grande vitesse, il faut

conserver la clarete

et le"perle" du toucher.

A etudier pp-p-mf-f
et aussi-
fA.J.)

Zos ejercicios sigui

-

entes requieren inds

cuidado en la ejeeu -

eibn y son de mas pro -

vecho para el pianista,

que lo que se pudiera

creer a primera vista.

La m,ano izquierda tiene

tendeneia a tocar con

un'Houcher" menos re -

sonante, mas debit que

el de la mano derecka.

Hay que euidar que

ambas manos alternen

con completa igualdad

de toucher y de sonido.

Esta alternaeion se

ejecutara hasta con

abandono; levantando

las manos a la misma

altura. Las manos de -

ben dar los acentos con

igual fii'meza e igual -

dad de sonido. Guando

se e/npiece a tocar es

-

tos ejercicios .m,ds a -

prisa hay que esfor -

zarse en conservar la

claridad y el "toucher"

"aperlado'l Est'udiese pp

p-nif-f y tainbien-=^

(A.J.)
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Original exercises,

expressly written for

this work, by

Ortginaliibungen,

eigens fiir dieses V^jk

geschrieben, von

Exercices origi-

naux ecrits expresse -

ment pour cette ceuvre

par

Ejercicios originates

escritos especialmente

para esta obra, por

ERNST V. DOHNANYI

Although at fir&t

sight these exercises may

appear somewhat easy

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

the results of practising

them faithfully. (A.J.)

Obgleich diese Uhun -

gen avf den erste

a

Slick leicht zu sein

scheinen, so erfor'der'n

sie doch einen kohen Giud

von Virtuositdt . Die Kraf-

tigung der linger, Gleich-

in'dssigkeit im Anschlag,

wenn man den Dau/nen,

den zweiten,dritten U7i,d

vierten Finger liber den

fUnften setzen tnuss
,

gl'dnsendes und schwung-

haftes Spiel bei den Fin-

gerldufen, das sind die

Resultate, falls rnan die

Ubungen fleissig iibi.CA.J'.)

Quoiqu' au premier

abord ces exercices puis-

sent sembler quelque peu

faciles, ils requierent en

realite un haut degre

de virtuosite . La force des

doigts; I'egalite du tou

-

cher en passant le pouce,

le deuxieme, le troisieme

et le quatrieme par dessus

le cinquieme; le brillant et

la fougue du style dans

les passages de doigts:

voila les resultats qu'

on obtiendra en les

e'tudiant consciencieuse

-

ment. (A. J.)

Aunque a primera vis-

ta puedan apareeer estos

ejercicios un tanto faciles;

sin embargo, requieren al-

to g7'ado 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; brillantes

y audacia de estilo en

los pasajes de los dedos:

he aqui los resultados de

estudiar empenosamente

estos ejercicios . (A. J.)
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Original exercises,

expressly written for

this work, by

Originalubungen,
eigens fiir dieses Werk

geschrieben, von

Exercices origi -

naux, ecrits expresse-

ment pour cette oeuvre,

par

Ejercicios origi -

nales, escritos es

pecialmente para esta

obra, por

RUDOLF GANZ

There is hardly anj

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.)

Es ist wohl kaum
notig, auf das Sinn-

reiche und Nutzliche

der folgenden Ubung
himuweise^i. Die Gestalt

der TIbung selbst ist eine

der einfachstan und al -

testen in der Musik,aber

durch den Einfall, dass

sich die Hande allindh -

lig und mit zunehinen -

der Hdufigkeit ahlosen,

werden aussergewohn

liehe Anspruche a>i eine

vollkoimnene ShenmHssig-

keit in Bezug auf den

Anschlag und den Ton

und ebenfalls auf das

Oleichgewieht in, beiden

Hcinden gestellt. Die

linke Sand bringt oft

einen schw'dcheren und

diinneren Ton hervor

als die rechte Hand. (A. J.)

II est a peine ne -

cessaire de souligner

r ingeniosite et I'utilite

de I'exercice suivant.

Le dessin de I'exercice

meme est un des plus

simples et des plus an -

ciens en musique. Mais

par I'introduction grad-

uelle et ohaque fois

plus frequente du change-

ment alternatif des

mains, I'executant est

oblige d'acquerir une

parfaite egalite du

toucher et du son et

I'equilibre des deux

mains. En general la

main gauche est moins

agile, donne un son

plus faible et moins

nourri que la main

droite. (A.J.)

Us apenas necesario

hacer resaltar lo ingen -

ioso y util del ejercicio

siguiente . La traina del

ejercicio mismo es una
de las mas sencillas y
antiguas que hay en la

musica; pero /nediante la

i7itroduccion 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 atn -

bas manos. For lo gen -

eral la mano izquierda es

menos agil y da un, tono

mds debit, mas tenue que

la mano derecha. (A.J.)

In a moderate tempo

and with absolute even -

ness of tone. Employ all

dynamic gradations (Rudolf

Ganz.)

N91

In einem, mdssigen

Tempo und mit vollkom -

tnener Qleichmdssigkeit des

Tones. Man gebrauche alio

dynam,ischen Abstufungen.

(Rudolf Ganz.)

m.d. sempre soprn m.s

.

Dans un mouvement

modere et avec une par-

faite egalite du son.Em-

ployez toutes les grada-

tions dynamiques (Rudolf

Ganz.)

En un movimiento mod-

erado y con ahsoluta igual-

dad de sonido. jEm.pleense

todas las gradaciones di

-

namicas. (Rudolf Ganz.)

..

^ a! (sopra)
^m ^=

(sotto)
r-4-

3 4-^" 5

/< '^—

1

^ ^H S% ^—
{f\ fu I ^
\s y ^ m M • • .. ^ I- • ^ « m m ^

1

I m
a 3 4 5 4 3 3

H- 3 '
Z 1

da
3 .

-JL m

i
m.s.

3_a I
1

T
a0934
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5 4 3 3 1

?

pV ' H
'V^i

, s. sempre sopra m. d.
(sotto)

i ^^^^^^F
U4r^^ £i^ ^Q^^ ^ •

^ 5 4 3 1

F
oo

13 3 4

\^

m. d. sempre sopra m. s.

13 3 4 5^ 3—

3

^ fc^ i i
7

5 4
m.s.

3 2 1 3 3

^ 3 3 1 4

.43 1

S^rt-^^
5 3

F

te
5 4 3m ^m.

3 1

i^ ^ ^ K P^ ^^
«re. s. sempre sopra m. d.

^|^'''S^'iUrrJf-
' ^? l

^^•yil^''^-'iii^^^'jp'i'yi^^yp-'^

isotto)

20934
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m m
im^ ' ^ 'imr Q"CT ^

Mf *̂
5 4 3 3

E^ ' ^j-

j

oo
3 3 4

OT. of. sempre sopra m. s.

1 3 3 4 5^ 4 3 2

5
7

5 4 32133

^
32 1

5 2

f. 4 3 * 1 4 . 4 , 2

543S 3 1

il £

a^"^p'^^'HTf
4 5

*:
?n. S. sempre sopra ?/i. d.

(sotto)

Sfe

\^^^

#^ ^^^^^^H ^^B"

30934
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*
5 4 3 3

J J =* J

J
1 2 3

6

$
k

m. d. sempre sopra m. s.

13 3454 33 4 5

=3= ^Ez

f
B 4 3
m.s.

3*234

#
3 3

f; 4 3

^&^^S
5^ 2

f

I
B 4 3

•^.L.Jlr.J^fzz ^ p';r k'1

»i. s. sempre sopra in. d.

sotto

f'- ^^^^ \ [:^̂
s
i'S' ^

#^^
5 4 3 3

OO
1 3 3 4

Etc. in all keys, major and
minor; also chromatically.

(Rudolph Ganz)

30934

Etc. in alien Dur und Moll

Tonarten; auch chromaiisch.

(Rudolph Ganz )

Etc. dans tons les tons ma-

jeurs et mineurs et aussi

chromatiquement.( Rudolph
Ganz)

Etc. en todos los tonos ma-
yores y menores y tambien

cromatieamente. {Rudolph
Ganz)
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With a clear tone. Play

legatissimo, while lifting

the fingers well, though

not too high. (Rudolf Ganz)

N9 2
a)

^
,4 5 4 5

7n.a. 3 3
1

5

Mit klarein Ton. Man

ube legatissimo, indem die

Finger gut gehohen wer -

den,jedoch nicht zu hoch.

(Rudolf Ganz)

4 5 4
3 3

Avec uii son clair. Jouez

legatissimo . en levant hien

les doigts, quoique pas trop

haut. (Rudolf Ganz.)

Con ua sonido claro. To-

quese legatissimo levan

-

tando los dedos, pero no

demasiado. (Rudolf Ganz.)

\ \
ii '

ii^j »i | ^ 'J l |^ '
Ijjj

'
l |^^^ 1 1^ ^ l|^J * V

3
4-
5.

1 3 1

3

m. s. ottava bassa

b) 4 6
3
1

\\
L J \1 J %1 J 1,1 J

j ^
J J J J

it
J J i|J J

itJ
J^^

f
^

^
%^

r

c)

4.
5

4
3-

1

r r

=s=

l
i^ ^ii^^tt^iJ jft^ ^\\^ hiK^^ Wt

3

^\4 ^\\d ^\d ^\
\ i^\\^^ \\i^

-^— it
*—

^

3r ^ r r

d)

=8=

J^^bJ^b* sTJ */ s-fc—r. *l>J«llJ*bJ « l^J *bJ .;^ ^ ^st^^it^
fz:i r-f r^^nr

e)^
«r'"JJ I 3i^nr"̂J ^ bJ, ^

\
4 ^\} d W i|J d b J ^ t^^ ^ b J i\ ^ dU d\^ ^ ^ \? d.

a)

3
5

4
3
1-

b f M r r ^ r r ^ r ^ ^ r p^ r r^r^ p l^f m\^ P

b) 4
3
1 3

5

"i 3"
i

^#i
4 1

TtV^ # l?»

"frT^T^n=^^=^=P^=^T 1?^—

"

535
30934
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c) 4
3...

1
'"2"

5

"[""Vi "z'T

"L
9

r-*
-m-'^' -0-i^i-

r*-
rsW-

f
'''"-ip^" f^j^r^

s

3
3-
5

4.
3
1

1

4 5 4545
5

2 1, 2 1 3

S±31:/ P f i>^^ ii^^Y ^ n^^K-^^

^ n p .^^p ^^"^^^Y^n^^
45454

2121
=8=

"irll/^
tj
^r-^bf-^ tip ^b^ °j. ti^ -^bp.^ t]*^ ^^

3 254545
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 -

duced by either hand(. A.J.)

N9 3
ifen.

In der folgenden Ubimff

sollten teide Hcinde den
sich ablb'senden Wechsel

ohne irgend einen hemerk-

haren Uritersehied in der

libtensit'dt des Tones her -

vorbringen. CA.J.)

(sotto)

m.d.

Dans I'exercice suivant,

le changement alternatif

des mains doit s'accom-

plir sans qu' il y ait au -

cune difference dans I'in-

tensite du son produit par

Tune et I'autre main. (A.J.)

JEn el ejercicio siguiente

se debe ejecutar el camiiu

alternativo de las manos
sin que haya diferencia en

la intensidad del sonido

que una y otra produscan.

CA.J.)

a) 3 ^
P=E=?K*^i*{*m.s.m^

3 2 3 5 4

(sotto)

m.cL.

3
m.s.

'2 2 3

ien.
4-^ 4 3 3 4"^

ViX.

fe
I

> im.s.

m

2 3 5 4 3 J'
'3 2 2

(sotto)
m.d.

m.s.

.ten.

ho.
tfci ^=f tel M^^|rS=^FF^fF

im,. s.

^
3. 2 3 5 4 32

m.s

.

'2 3 2

20934



160 (sotto)

m..d.

4^_5_4 2 3 4

V
ten.

y'm.i

^i>riir

$ mU^i w \>i^

^
3 2 3 5 4 3 3

(sotto)
Tn.d.

^^ 4 2 3 4~

3
m.

2 3 2

4V.^J 1s ^^̂ J=W etc.

^«W7#:

^^.-3 3 5 4 3 3^— 2 3
^ 3-

3 2 3 5 4 3
m.d.

b) A. {^m.dA i 3C:!3~K *-^*^ tj * p

-3 2 2

iln*o

3 4 2 3 4^5

m. S. (sotto)

m. d.
^^"^ 3 5 4~

3B jbi^z* $^^ ^ 3 3 3 2

tl^' l ^
t̂
J

f
«-»-#

ten.

m. s. (sotto)

m.d.

,,m.d. i

4,

^3 3 5 4^~^-^3

^Hf az

3 3 3

^^
•//« 5 (sotto)

m.d.

4«r^\ 1 ^

3 5 4 ^2

^ »
:

i^
^

^e«.

3^
m.s.(sotto)

in.d.

3 4
m.s. (sotto)

20934
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Original exercis -

es, expressly written

for this work, by

Originaltihungen,

eigens fur dieses Werk

geschrieben, von

Exercices originaux,

ecrits expressement
pour cette oeuvre, par

Sjercicios originales

escritos especialmente

para esta obra, por

FANNIE BLOOMFIELD-ZEISLER

The aim of these ex-

ercises is to promote in-

dependence, strength and

evenness of fingers while

gently stretching the li -

gaments between the fin-

gers .(A.J.)

Diese Ubungen bezwek-

ken die Ent-wicklung von

Unabh'dngig-keit , Kraft und

Rbenm'dssigkeit in den

Finger II, iadem die Li-

gainente zwischen den

Fiitgern in sanfter Weise

gestreekt werdett. (A.J.)

Le hut de ces exer-

cices est de donner aux

doigts I'independance, la

force et I'egalite, tout

en etirant doucement les

ligaments inter- digit aux.

(A.J.)

El ohjeto de estos ejer-

cieios es dar a los dedos

indepeHdeneia, fuerza e

igualdad y al mismo tiem-

jpo estirar suavamente los

ligamentos interdigitales.

CA.J.)

rn.d.

3 3 3
1 2 1 2 1 2 1 2 i 2 1 2

4 4 4
a 3 2 3 2 3 2 3 2 3 2 3

3
1

3 3 2 3
1

2 3 2 3
1

2 3 3

4
2

3 4 3 4
3

3 4 3 4
2

3 4 3

54 545454545 4
3 3 3

5 5

3 4 3 4 3 4 4 3

r^^nr^i f=%w—m—w—

V

3
1 3 1

3
3 1 3 1 3

4
3 3 3

4
3 3 3 3 3

3
1

3 3 2 3 3 3
1

2

4
3

3 4 3 4 3 4
2

3

54545454
3 3 simile

312 1 3 12 13
4
3 3 3 3 3 3 3 3

3
1

3 3 3 3
1

3 3 2

4
3

3 4 3 4
2

3 4 3

5 53434 3434 simile

4 6 4 5 4 5 4
3 simile

^^11
jy j^ jl

^ ^ J rJ^j J J •^^^ T
3
1 2 1

3
3 1 3 1 3

4
2 3 2

4
3 2 3 3 3

3 3
1

3 3 3
1

3 3 3

4 3
3

4 3 4
3

3 4 3

5 53434 3434 simile

5 4 6 4 5 4
3 3

5 4
simile

¥' hAhAh
i: PJPI^

30934
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3
1 3 1

3
2 1 3 1 3

4
3 3 2

4
3 3 3 3 3

5 534343434 simile

^^^m •7
hi. ?

3 33 33333
1 1

4
3

3 4 3 4 3 4 3
3

5 4B454 54
3 3 simile

£ etc.

333333333
J 4 413131313131
3 3 3

3 3
3
4
34333433343

4 4

1 33313331333
3 3 3

^ ^ i
raffii;^! ?

>, ,. I h r .^r r*

3

34343434 simile
_5 B33333323
4 413131313

9^ ^P
-r

34543454 simile
B 5
3 3 4 3
4

3 3 4 3
4

1 3
3

3 3 13 3
3

h ^ h, .%A
tt 34343434 simile

_6 B33233333
4 4

g^
4 5 4 3 4 5 4 simile

5
2 343234 3
4 4

13 1

3
3 13 13

3
13 13 13
3 3

1 3

ro^^ ^F^F? .
^
h ^^^,;^=^

34343434 Je/AW^

_5 533333333
_4 413131313
3 3

34B43454 simile
_5 B

33 432343
± 412321232
3 3

30934



Original exercises,

expressly written for

this work, by

Ori^tnalubungen,

eigens fiir dieses Werk

geschrieben, von

Exercices originaux,

ecrits expressement pour

cette oeuvre, par

163

Ejercicios originales

,

escritos especialmente

para esta obra, por

SIGISMOND STOJOWSKI

The following cleverly

devised exercises are of im-

mediate effect in strength-

ening the 3rd, 4th and 5th

fingers. They should be

practised at first in a mo-

derate tempo, in J', nif

and j»; then gradually

faster, in mf and j»(A.J.)

Die folgenden geschiekt

erdachten tibungen sind

von besonderetn Nutzen in

Bezug auf die Kr'dftigung des

3te7i, 4ten und Sten Fin-

gers. Man sollte sie zu -

erst im inassigen Tempo

iiben und zwar ^ mf
und p; darauf allindlig

schneller mj' und p. (A.J.)

Les exercices qui sui -

vent sont fort adroite -

ment imagines et sont

d'un effet immediat pour

fortifier les 3emes, 4emes

et 5emes doigts. On devra

les etudier d'abord' dans

un mouvement modere, en

yj nif et p; puis peu

a peu plus vite, en nif

et j». (A.J.)

los siguientes ejercicios,

ingeniosamente preparados,

son de efeeto immediate

para fortalecer los dedos

tercero, cuarto y quinto.

Deben trabajarse primero

en tiempo moderado, en

J', ttvf y p; despues gra-

dualmente mds aprisa,

en mf y p. (A. J.)

N9 1
2 3 4345 simile

334345 simile

sim,ile

^^

334345 simile

30934
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N9 2
a 4 3 4 5 2 3 4 3 4 6 simile

234345 234345 simile

2 3 4 3 4 5
simile

334345 simile

20934
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N9 3
5 4 5 4 simile

6*54
simile

B 4
simile^ 1

r L_J- r

J"], i

£^- i:_j [_r Cj- c_j

1 1

.^)= i~].
• ^ •

_ ^ #• ^ *

f

N94

4 simile

5 4 simile

^z^ -T PP p—p— .0. *_^^^i^^#-d-^

12 1

13 1

mSm^^'^̂ ^^
iJir'i'*

'-^^idih
'

ddi'ddi
'

d^
20984



166

N9 5a
3 4 5 4 3 4 I 5 4 3 4 1 4 3

simile
^ 4 3 U^

4f41

5 4 3 4 „ simile5434543454345 i

=qf?^g

43454^ r^r^r r rTr^^^^*^^^^^^^^^

^ fe^ tir <tf r r r=p^
4 s 4 3

simile

\r'"r ^^«p f f p^r^f r* r

m m m ^

.^ lii i * „5 4 3 4
simile

s

^ ^ l»

r I'r r r r ^r T r r f ^^#—B^

S ^!
! ^ y

^f 7 r r g
^^ n »

30934
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N9 5b
m. d.

3 4 5 4 3|4 5 4 3,4Li5 4
simile

^^\?^ ^ ^\^\
j r^rr rTTr=

3 L '^ i 4

' f^f¥f f¥f^
4 3 4-

P^ff'fff
4 L i I

4

^f:t;

simile

^f-V-^rf^f rY pfr^r f^r rfrrr¥biij
5434 5434 szVwz/e

rf. V ry r r r*r r^ rVtv r
^

y^^^^r r'T^r^T ^^^ t ? t t

N9 5c
m. d.

3 4 5 4 3 4 14 3 l_^Jzl
stTnile

i te^i
M&

5434 5434
m,. s. due ottave bassa

5 4 3 4
simile

£
,J^^ ^j^^llf P r f f T fttf-**i

simile

-^ * ^ 4 5 * 3 * Simile

^ Itp r^r'r^r rttr r^f r irr^^

30934
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N9 5d
n. d.

4
3 4 | |5 4 3 4

,» ii * tfr w w r
SB 4 siTndle

r . > 1'F: f__r^
^4«i fefe:

54345434
m. s. rfwe ottave bassa

siTTiile

U «f # #^1!^ t^r^frr'tftt^^
I

5 5 ,

3 4|?^4 4h«|4 simile U- __ .

p f f f f *r ^ ^ ^ ^^ ^^ r "
r r f r T r ^^ ^^^^^ ^ f*g434g43 -^

simile

j'lr/rTV 'rr
ttf » a. . 'irVt[ 7^

fa^^fj-

N? 6a
3 4 5 4 3 4,54341. 5434 1. 54 3454 simile

a* r y i^y^^s
rr^rrrrrrrrr^^^r"|rr»rrrrvrrrYffprP 3454345434543454 3454 simile

I
;pl^r F • p^r r » r'r F ^^=F^^^

k-^-^• 7 * s #k F
itr r r r'ls £

Ut|» F P^»=F=I ^ p F^r F ^t]p^p
p ^ pqp p ^ p

^

3^ 3^ j^gtjgj*^ ipi^F m\tf » F • r r rp iit

30934
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i

s P V r r r » r r rb

^£rff^^f^^^^fff^ff^Tr^
^l^ ^ ^. . 4

=^^ *

^^ h

¥^
1 4

N0 6b 3454 ^Mn
f, , simile

p r 1 1 r r f 1^

n: r''r r rrri'r r 1

-i-

h^m
rr 1.^ rr 1 r rr 1 r rr 1 r j

3 4i»4g4b4
} 4 5 4 i 4 Eh^ 3 454 ^2Vi«7g

80934
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^^m Or p . .^ff * f̂e. lyiif''!' f
J^

^-^ » U^ y fe is £
pr

1

^ ttptp P P P
>
^pj

> .
P
fj>

,

p
^Tp .yy^-^^

il^ » P ^u==^ hf * r • ^ •

y *r^rt^r r r r^r rrritpr r g

^Mff^^it^fit^±^?^r^tf: h#M

3 1

20934
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JvJO^gS 4 5 4 3 4 5 4 3 4 5 4 3 454

#
JbJpJ J - Jllj* J J|^J J—
O) * * —

*

3 4 5 4 simile

t^lr%Tt

?;# ^ ^^r r I ^PT^ I^^P^£3454345434543454 q3454

^ (V>^*
J ^H J

, :

^ ^^ JJ Jii^JJJ^I^ J J

_>): ff^ mL a

30934
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3 3 1 a 3 3 ^ 2|

N96d
simile

m

3 4 5 4 3 4 5 4

'I J. j ^

^

H f f —r^f r

^t f T

L .J, J. .^

3

i
3 454 3454 simile

YT^ f \>m Fz 0--—0-

cj J it
J^J^UHJ ^ i

r

C»"^ 1

r

w^^̂- J, .;. }is

=5=:*t==fci z:*^

30934
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i i * *

r \ rn

30934
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Original exercises,

expressly written for

this work, by

Originaliibungen,

eigens fur dieses Werk
geschrieben, von

Exercices originaux,

ecrits expressement pour

cette oeuvre, par

Ejercicios origvnales,

escritos especialmente

para esta obra, por

ALFEED CORTOT

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

p, mf,f. (A.J.)

Die bemerkenswerte xvohl -

tatige Wirkung, ivelche diese

tibungen in Bezug auf Un-

abhdngigkeit, Biegsanikeit

und Streckung auf den drit-

ten, vierten undfUnften Fin-
ger haben, zeigt sich klar,

sobald man sie dureh alle

Tonarten spielt. Das Zeit-

mass sollte zuerst zieinlich

langsain sein; dann so viel

schneller bis zum Allegro z J

Man iibe siep,rnf,f (A. J.)

L'effet vraiment remarqua-
ble que ces exercices pro -

duisent sur les troisiemes,

quatriemes et cinquiemes doig-ts

au point de vue de lindepen-

dance, la flexihilite et lex-

tension est evident lorsqu'on

les joue dans tous les tons.

On doit les etudier d'abord

assez lentement, puis de
plus en plus vite jusqua ce

que Ion atteigne I'Allegro^J

A etudier j», //{/"^ (A.J.)

Da accion sumamente be -

nefica que produeen estos

ejercicios para dar indepen-

deneia, flexibilidad y exten-

sion interdigital a los dedos

tercero, cuarto y quinto, se

manifiesta al toearlos en to-

dos los tonos. Se dehen tocar

al principio bastante despa-

cio; despues, mds y mds
aprisa, hasta llegar al

Allegro : j Ustudiense p,
nif, f. CA.J.)

5454545454 5 45 4 5

legato

â
4 5 ^^^ ^^^ 4 5

^ l» p ^ p^ f ^^ (y
l

» p ftF=^(|t.?r> •

Noi
?n. d.

3233 3 3323 33 3

"''

r \ ^r

%h
3 23 333323 23 3

, 1A 4 ^-g
4 5

simile

h^\ p
ilp

p
\^m

*
i i i J i i i ,/m

I

^^=T^ rTT\ r^T\
i

;^0934



175

,i
*t i — • ~~ T ~ f ~ T ~ f

~
\

~
r ~T ~^^^'Fw-r-^r

m.

u. *¥

^

^ f-r-r-r-f-r-fn^
1,
Ei|>

r^^i^ i ^ji i i.ii i. i=A^tf^
MS :** ^

i^
tttt^TT=r^ rrri^.^

-(i^^^

'^ ^

^ w7m^T7n^=^?:TTkM^^i j^^iigiH

^ ^ ^>= -

TT
* mm * = * = *£= 1

*F ^ fe ^ te
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* ^4 #e tt bi ^

»i. s.

454545454545 45 4 5 4 5 4 5

m ^
i>^ i^^ ^^ ^ t^i^jg: tlb^ L

^lE mfzx

^
3 2 3 3 szVw27e

• f p f p
n^

^y^zuxi
£MD

4 5

il^f^

î T T .

^ ^^t^r ^r ^

Jj ''b)i"j bJ.

BSSSS BBSSB3 b^^S BI^BSS^
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^
m

p
''^^ ii''r

\i
.

m J- rr r'' V '<

1
u i| i

?f

1 J • J ^ J_» J •_ ^
tt^ ^

^fe iir "r ^
It].
—

It^ P^

^i ^.J * J^* J *^J ; J p ^S
frrrrrTrfrrT^¥5 S!

m.d.
1 4 2 5 1 4 2 5 14 2 5 Simile

$ i ^ .1..

N9 2 ^ itJp' rj ^

11? 1
?

3 3 3

$
^ a

.*[,, ^ U* .^i^ i
i 1

^
3 J ,

3

b.^^
3 _3 simile

m g 1 !2(^

•r>3,u^t-ra„.i%m,. s. ^ ^ ?
1 4 2 1 4 2 .14

^ ^ ZX^ fe
?r ^S m=T^
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Exercises on
black keys

See Examples and Pre-

paratory Exercises.

Ubungen anf
schwarzen Tasten

Siehe Beispiele und
Vorubungen.

Exercices sur

les touches noires

Voir Exemples et Ex -

ercices Preparatoires.

Ejercicios sobre

las teclas negras

Ve'ase Ejemplos y S -

jercicios Preparatorios.

Daily Studies _ Tdgliche Studien

6o34 5 234f23
, 5 Etudes ^Journ^lieres- Sstudios Diarios \

^^^-fi iausi;

34 t^3|3tt8ai43„54^„54„
*\

#
1 iJ 8 ^JJ 1 a i ^ ! 1

1234 ^^3( 3 1 1 2^^ 443

23 432
1432 432

i^ 3a .^321

3^1
*) By permission of Heinrichshofen Verlag, Magdeburg

Chromatic Exercises.
| Chromatische Ubungen.

|

Exercices Cliromatiques. I Ejercicios Cromdticos.

12 3 4 5 12 3 45
,

5 1 4 3 2 li 5
,
4

,
3 2Q 1234512 3 4 5 ^^^^^^^

B "4 3 2-15

212 3 45 2 12 345

1 2 3 4 5 1 2 34

J * P* J l> J l\}d i li
* 1^* bJ i*

7" 1 4

r f tif r ttf r ttr

;

iif jtf iif It^
2 5 2 5

*) Repeat each measure 20
times without interruption.

*) Wicdcrhole jeden Takt 80
Mai ohne Unterhreehung.

*) Repetez chaque mesure 20
fois sans interruption.

*) Repitase cada eo?npds 20
veces sin interrupcion.

Alletrro iiiolto (J =92)
="

4 5 354
1 3 1 gpgaj p^

n~~^ J * J *-m

13 2

, 40 Daily ^iuA.ie.s 40 Tdgliche Studien \ p
40 Etudes journaliereSr^^ ^'erczctos Diarios \

Ozemy

^ IV* - *^* ^ *^
1 o 1sempre legato^ 2 i 3 1 2

F^ 1 Ji •_"r •__'r"»

^^J* £££/ £££j^^^
^

3 5 4

i ^
1 o

p
-5-^t-

3 2 4 3 2

3 3 4 2 3
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Coda

'f J J J v ttj'v *"' 4 • ^-5-»

2 1

1

1 2 1 3 1 2
I

4 2 1

T fru
m * *EE

?
4 13 3

*) This notice, "W'Mch exem -

plifies the old-fashionedman-
ner of practising the piano,
is reproduced in everymoderh

edition of the 40 Daily 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, safer and more
interesting manner ofprac-

tice is as follows:

f
Accents every first of

two notes.

Accents every second of

two notes

Dotted notes: •! J J- J

Reversed dotted notes:

linn
staccato y
Staccato jojo

Velocity f
Velocity ji?^

k) jDiese Bemerkunff, die die cUt-

modische Art Klaviet' zu
iiben darstellt, ist in jeder
moderyien Ausgahe der 40
Idgliche Studie7i von Czer-

ny oA?ie Urlduterung wieder-

gegeben warden und dock:
eine Ubung zwanzigmal in

derselben Weisezu wieder-

holen, ist dazu geeignet

,

die Auftnerksainkeit und
das Interesse abzustinnp -

fen. In der Tat darf tnan

annehtnen, dass sehrwenige
Schuler eine Ubung imiklich

zwanzigmal wiedvrholen.

Eine bessere, sicherere

und interessantere Art zu

uhen ist die folgende-.

f
pja
Akzente aufjeder er.

sten von zwei Noten.
Akzente aufjeder zwei-

ten von zwei Noten.

PunktierteNoten:d- J j- J

TTmkehrung derpunktie?-

ten Noten: • | J- J J- J

Staccato f
Staccato ]op

Schnell f
Schnell jap

*) Cette indication, qui re-

presente I'tincienne faqon
d'etudierle piano, est re-

produite,sans commentaires,

dans toutes les editions

modernes des 40 Etudes
Journalieres de Czerny. Et

pourtant, en repetant un
exereice vingt fois de la

meme faqon on risque d'e-

mousser I'attention et I'inte-

ret. II est meme permis
d'affirmer que tres pen
d'eleves repetent vraiment
Vingt fois un exercice.

Une fa^uti de travailler,

meilleure, plus sure'et plus

interessante,est la suivante:

/
pp
Accents sur la premiere

de chaqiie deux notes.

Accents sur lasecondede

chaque deux notes.

Notes pointees: J- J J- J

Inversion des notes

pointees: •
|
J. • J- J

Staccatof
Staccato jt>/>

Velocitey
Velocite pp

) Esta indicaciOn, que re-

presenta la manera antigua
de estudiar elpiano, se halla

reproducida en todas las

ediciones modernas de los

40 Estudios DiariosdeCzer-

ny. Sin embargo-el repetir

un ejercicio veinte veces de

la m.istna inaneta Hende a
enervar y disminuir el

interesy la ateneion. Se
puede afirmar que muy
pocos discipulos repiten
verdaderam.ente un ejerci-

cio veinte veces.

Mas segura, tnejor y
mas interesante es la ma-

nera siguiente de estudiar:

f
pp
Acentos en la primera

de cada dos notas.

Acentos en la segunda
de cada dos notas.

Notaspunteadas-.m- J J- •

Notas punteadas inoer-

tidas-.J
I

jTj jTj

Staccato f
Staccato pp
Velocidad J^

Velocidadpp

20934
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Technical Studies Technische Studien Exercices Techniques Ejercicios Tecnicos

FRANZ LISZT

Andante
5
4

r^. 7-.

)

^_
5
4

. 3

F •
1

•-0-Y"-F-i
1 ^^Ffl

-r^rf~r-Q^^^*~ri*T1*~n-
i 3

1 (P)
3

=^
|y |y" y> gii^ » # ^ # -^

Tl-n
-#- 9 k%^^ MH

' P f P "::-^•

B 4
^^" ^" a

C ^

^^
•

|'i"''i^riLrmj^^^^^^^^^,:
1 3 i 3 '

°

5 4

I"S»- »n»^' •• Fj»- F|»' F|»' 'P'Tf'r

-»

B

^^g TT^1 ^
"^

•^l
i -= P ' F #

1a
w

r1~ •
^•^^ -z^ ""M^

•_L^ V •, *

^

13 3 2

r—f:—8-^-= ______

i332'''"""'''°*

^ b *y" V B^ V * F • »-0- ^-0- p F-TT-Ttt ' F-*-

" • o

fF # F r"
B 4 3 4

^^^ 1^^ ^ '"""'

K A o A *

• •

20934
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133313 3^ .3 , 3, 3. 3, 3,
fei-i^il^£=rsi-
13 3 3 13

^^i^ia-^^^lfs^^cS^^2:^^:^==:^t=:2^543454 5^^ 5 5 3, 5.
5 4 3 4 5 4

33^ X1&

18 3 3 13 3 3

§
5 4 3 4

4 3 4^

i -rt^ H^

V V V V V V V V v'v v'v v'v v'v

UMiL^.^.^
V V V V V V V V v'v'v'v v'v v°v

3I»

"y V V V V V V V ivgv-y v-V'v-y V

§«ir 33&
1
> ^ » #-*-=^

yiz-^^a;^
V V V V V V V V -v'v'v'v'v'v'V'v

^ "iM^'^UllU^̂yjJ LLLT .LELTS"

I^JJ^L^^/m ^^
30934
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31i»^^.mm m. ^mm m ^- ^^-jf^ ^ZfKS:^

1|3313V V V V V
m VijQ-

•^ •Pi*

V V V12 3 2 12
5

V V V V V

m *yp
i

* *-p[*[*'*p *•[*!> p-|gp F'f I* r'ri*rTf
3ce<»-

P^lE F# C^3E

1
Ki^^JK

543454V V V V V
V 5 V vvyvvvvv

5 4 3 4 54

-A X X X X A X^ -X 4 X X X X X K-
C^ TTte-

^ *'i''fP|*'#
i

«f'fj P'rr i>Tri*' i>rr'ri>Pi^ f'f^f'pft^'ppf'^f ^.|t^i».^^ ^'i»^p.|*yF^^
1 33212

.5.
1 3 3 2 13

.9

§^t:,l> ^.i^ '^ X X \ X X XX X X X X X X X :^
b *>?.,»

«»-

m F#
ffi

fg^'* mm P WpM.

5 43454

(Moderate)

5 43454
5^

J JJ^ 8 ^-
P=qi

(A
3 4

i
w

3 =3=

>-^s^ B £433 5433
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* y ^

V S V » V V a 5 * V V
1 •*

V V

E^ ^

V 4 V 2 ^
B

^
V 3 VV 4 5 ~ V

5
**

V • V V

fc=i i

1 V 3 V V V V V V 3 y V • V1 I 3
3 4

P#^ *
y ^ y

= I' ^
V V V V

^ i ^ ^ V V V V

t=^ i
i» »' mf m- m m ' P

V 3 3 V14 V V V V V V V V V V

^^ i#-*^-^

ffi
F • • r

V 4 3 V
B 3

V V V V V V V . V V V

Y^'=^'^=^^. vi^. .... 1

#^S:-^=-^^=^=-S^-=P
« ^ r f ri*~ r f r ^ ^t~'

13V43V V V V V
3 2

^y. ,1, , -
^""—^

•y y-'v' V'*v*'V

^-^-^ WV-r9^^y-jrj^P-*^Pm .M • f' 9-m ^^^^t^p
^

^t^, ,,fc^,^.

5 4V3V V V V V
o *V 'V* 'v' 'v' 'v* 'v
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Moderate ~ Allegretto - Allegro (A. J.

)

im

r' » is c_^^' cj- cj L""

1—

i

: : 5 = ^ = :
; TT-^'

r r r r C-'~'r r r
•

r r r r r r tJ ff r rlif^^=^^^^ ^9=M=f=^_J V H ———— a-———\

—1 — 1 1
1—^—^T_—

I
, A^" A ^ A ^ A. -=

;: i
« : : = r-

A A 1 A

r ^r rffrr^^>Si'
E=J

A
1^ ^ A A

4L.

30934



185

1^
y<^ 1 ^ t '^ ^ ^ ^ -. ^ ir-4 -. A-

-?t-ir i p • r p ^ • J
^^^—i-F—r • F » =—2. »p «. ^^^

—

_ft^_^ J' td • ,^—* * J—t^?-^ ^p-?—• J * g^-f ^f"^

—

I'H'- r/r r4T ^i^ ^-^ r.£r q; i^nr a 1

A
. A pS'^R ^ ^

F—9

A • #. ^' • ^
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Technical Studies

Moderate-

Technische Studien Exercices Techniques UJercicios Tecnicos

FRANZ LISZT

Dderato-Allegretto-Allegro C^.^)o ^ ^

(f-mf-p)(A.J.)
3 13 13 13 13 1

-^'^^LTC/^^^JJ^JJ-i— ''1a ^^

i'^ a^aai
"

rrr F r-jL;^j^;^j-^'-

later i m. d.
sp'dter \ 23, 34, 45
apres im. s.

despuesj 32, 43, 54

T?n^PTlf.l^a^ '^ Vi ft *)
['^^^°^^ °f Modern Pianoforte Virtuosity

'' ' XSchule des hoheren Klavierspiels

T~l 5 3 4 3 5 3

20934
*) Published with permission of Adolph Furstner,BerlinW. 10, Copyright 1892 by O.B.Boise.



JOHANNES BRAHMS*^
187

Exercise of Johannes

Brahms, published by

Carl Tausig in his 'Dai-

ly Studies'.'

Johannes £rahmssche

libung, von Carl Tausig

in seineri "TdgUche Stu-

dieri." veroffentlicht.

Exercice de Johannes
Brahms, publie par Carl

Tausig dans ses "Etudes

Journalieres'.'

£jercicio de Johannes

Brahms, publicado por
Carl Tausig en sus "Es-

tudios Diaries'.'

' = 126 (A.J.)
5 :'>

{legato 'f e poi staccatop) {A.J.

S:

fffTftfffTT
fe g=Fi>=E

1 3 4 1 3 4
J-

B 5

3 4 13 4
3 2
5 5

S
^34 ? 3 4

^^ J J t>jS 4^ffi>;f^

p^^ w

S
"* -:g. ^m
! 5 4 I i> '

*iJ^«J
t

'Y f I ' t
I

1 3 4

:^f

1 r^ i ^
20934

*) Published with permission of Heinrichshofen Verlag Magdeburg.
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Daily Studies _ Tag-Hche Studien \

Moderato-Allegretto-Allegroa.j/*"'"'
Joumaiieres. ^...^.-.s manos SCari Tausi^

* 3 3 4 5 3 1 3 3 4
I

5 3 1 2 „ , 4 5 „
't _ I I I a _ [j

— —

*

i 't .1 J J
J ^ ^

:fe

/
yiFa= ^^i^:

1 2 1 2 1 23453 3 4 B 3 3453

u V r ^ J i ^^ 3
# 1 # * *

etc.

s Prrrvv ^¥*

^ -%rr££g-^frr
m .^fpp|g|prfr^

41^3
.2 J^P:rf:^

^?Fg=S ^^^^P '
i^ wJf^ *^ s ia c<^ *

«s4 "3
^ J ^ » li

8 4^3

^f^ff . .fPPf ^I'^Pfi^^^^^^^S tf!^,r.rtfrir'rrrgfemi^^m]

rj ^-^
JJJJ^JjJJ^-^ J^JJ I ^^JiJJ^Jffl''-^J,jJJ

I

4 .y.^WTrrrrtffi^rrrr^^-

(^S i^^^^^ f
yjji-'j-'jjjj/'^

'

-'-'j,4Ji

20934



189

1

1 ,i^^p!F!G-^tf&,,^Vftr
|

g^>£f%tf^CTtt^
«ft-e

S i!c£r¥ar»*r^i " rrrrrrrrrrrrrrr r rrrfjtrif

f??^ rttr.^ rrrr'.i^^ ^'CLlrj^pcErW'rtf^^ KgS*-»*

a »3; m^u rfr^^ fe^ ^-^-^J» m

i M;r!lfmn^M|i3P==?E ?T3v'rrrm 1»-"-n» 1^
TT= «y*

^
'

^r^ ifiw^ XE
XE

Published by permission of Heinrichshofen Verlag, Magdeburg

School of the Virtuoso | Schule des Virtuosen \
Ecole du Yijtuose

|
Eseuela del Virtuoso

CZERNY*)
531542 15 4 3 15

s • • 1»—=-#

13 5 13 4 5 1 3 4 5 1^

pf=
1 4

J #

5 3 14

il fl-

"

5 3 1

:^=^
3 4

1

^J ^^^.r^rr^r -11
-^?

—

p
^^>

W^rSrH
•
•

5314531452
See page 179

|
5teAe Seite 179

30934
I

Voir page 179 |
Vease ]pagina 179
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i

5 13 5 4 12 5 4 1_25 4 12 5

^^TT^.rmrm^
i» 1»^ 1^-^ P- P-^ P

15 3 1 3 5 4 12 5 4 1 2541 UA ^
s

4 13

i u
5 12 4 5

I rm ML —
0-^

0-^^ S £
P i

^ra
£25421 5431
^'^ ^3 14 5 3 13 5 3

i
3r rm m 13 5 3

1 3o _ g • ^ #

F
3 1 4 F ^5 3 1 4 5 3 14

5 3 14
^

1 3 5 1 2 3_ 5 i _«_

t-;^n
3 4 5 1

-^ ==5= :T ^
—i*~r

—

> ^ "^
1

P^^

^
# — p - - r • r r r

•

5 3 1 5^215
3H== 1^LJ__£ 15 3 3

n= mira

1 r, :5 13 5 3 13 5 3 1

J f
J—

s

m ' m

J

-•—=4
1̂ ^ ,^ ^ ^ P_=^

* * *
p

^ ^ ^ • •

r r rj

9 .p- _^^~=^=a^
^—

5 1 3 5 4 13 5 4 1 3 5
1 41
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pN

2

•

5 4 2 1 5 4 2
1 5 4 2

r r ^ r » ^H-i 1 :. «

?r ^J 1^
1

4

p 1*

12 4 5
^=12 4 5

5 r—m =_ • * •
1 P

^ J ri

1 o 5 4 12 5 4 1 5n rf5

1 4 S^l 1 4 5 1

- J tlJ J ^
h^ . ^ # ^ ff^ ^J - !^ ! I ^ itJ J ^ hp I p r

^
i

^ihiPF iS 4—3-n TT^^ I^ 54
^ ^ ^ ^ 1 5 4 2 15 3 2 1

i
57

5 3 2 5 12 5 4 12 5

^H^ * 5^# F

5 12 4 ELy-51245104^^^4 ^
• —(^

?

*=^

^
12 5 1

2 3 5 1

1 53135312
2 5 3 1 ^ ^

r^ ^Pf «-^i *
# _ 1«—

=

#

S 3p543f>-54
^^ ^41254125
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m
4 3 4 3

3 14 3
3 14 3

3 14

r^l-f^l-^^^^te
1 3 3

i
tst

3 6 3 3
1 1

1^- Ui 5 2 1 2 o 1^ s

FIP^

i )*

3 15 4^ 2 45 3 1

±3i p r T^ "" "^
II I 'll

y^^
^^^ m wf̂fi

^—'^ 1 3 5.^4 1 o 5 3

1 3 5 4 13 5 4 1 3 5

4 3 5 1 4351

T#^#=lJ^^iy^,^ 3^^^ 3 4 15

m ^
^ ' J i^-« ' J ^ —

* P "T"^ p F m f—f * m F J.

.
'^ "ft " ^T'sr^ y—

4 3 5
r™.^^i

^15 2 4l| 3 3IJ 33^ ^ 4 3514 361 Coda

frirfTl436l435l 34153415
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The Virtuoso Pianist Der Klaviervirtuose I Le Pianiste Virtuose

C.L.HANON*^

193

M Pianista Virtuoso

i
iih 5^ 5

W^iWs 0^m 4^-«^w^;iM m!^
1 3 1 3 5 13 13 6 1 3

m ^*
'f m^

1 2l
tMtt

m
1 3 1

fc :r«P

35^^ M^M

5 4531 5 453 1 5 3

/5

5
• 4 3

1 32 4 3
5 4 o 1 3 f 4 3 5 4 <>

, / *» " -. IT-* I
" ^ "* — '* « m ~ » II>' « A ' * p It p^ —.ill

^Mt - - - = -" -
3 5 z —- »:— ^

1 34 E.343 3

1

1 2ii 5 3

T
1 3 4

i _ji fh
5
•

3 4

?

1

E 3
4

iJ

5.
3
•-4

2 3

y
1
3
4 5 m

&
-^«

^^»H^1^-j^•L^ J^' i ^ — 4 ^ « « -
H P- — :j

5 431 3 34 6 4 5jl 3
^

1*

1 1
5

-^1

4 2

ifiIi

-"—

1

Bta^ bd -BH U HB b

M.M. J = 50-80

13 3 4 1 ^ 13 3 4 13

Complete School of Technic for the Pianoforte

I. Philipp )
(By permission of Tlieo. Presser Co.)

13 2 4 13

3 1 4 23 1 314331433142313143 4132413 1 3 2413341334131 43

14231 4331314„„^ o i o
1 * 3 3 14 3 3

4 13 3 4 1
4I334I334I

'3 1 4 2

313341 3 2 4133^313133 413341 ^
t % t ^ ^| T | I

|
|

3 4 2 3 '^ "4

%r B^==^7^^^^3
1 4 23 1 4 23 1 3 1 31 8 3 41 3 2 41 3 ^TT^T^^^&^J-LJ^

^33 142
3 1 4 3 3 1 314331433131

3 ~ 4 1 '3 8

) Published with permission of Alph.Schotte and Co.,Suco'rB,Boulogne-sur-Mer.
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60 Progressive exercises 60 Furtschreitende Ubungen 60 Exercices progressifs 60 Ejercicios progresivos

PISCHNA
Moderate

> 4 5 >> :> j-^-^
:>-

f
o: y. Q

_J j d • ^ ' ^_0L^ * J d *—J_-a * a J *

—

^ ^ ^r f r f
^ ^ 5 r

^^^^"r-^rT'^--^ "

\ r
^

-J '^
1 J m d— —A—a ^—J ^

—

m ::

—

» =

—

m
-^^ A^^rA->d— * * —a * * * a S ^ J S ^ a ^ ^ j ^ ^

4\' ];}> ...
-^^ ' bp 1;^ ' p ^ P p ^ P ^ ^

' p ,»
' p ^

'
P ^ P P |>

s^ i^i a* * ~ ai Wj^S
etc,

^): fci^»
^

^^^ LU^^^ » *p # r^r^pr
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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

nierely some of the ways

to conquer a difficult pas-

sage. More anent this

will be found in the Chap-

ter "How to Practise,

how to Perform!'

Voriibiingen

iind Beispiele

Es liegt auf der Hand,

dass ich aus der Fiille

amvendbarem Materials

nur eine kleine Auswahl
trejfen konnte, und daher

sind folgende Beispiele nur

als ein Jfeniges aus der Men-

ge no vieler anderer ebenso

lehrreicher Ubungen zu be-

tfachten. Indem ich auf
die nachstehenden Vbrii -

bungen hinweise, ivill ich

mit diesennureinenFinge7'-

zeig geben, auf welche Art

man schivierige Passagen

iiberuntidet. Ndheres hier -

iiber findet 7nan ini Ka -

pitel „Wie ?nan iiben soil,

ivie man vortrdgt'.'

Exercices preparatoires

et exemples

II est evident qu' avec la

profusion de matieresdispon-

iblfis j'ai du wvd boruer a faire

ua chdix restreint, et par"

consequent, il ne faut con-

siderer les exemples que

je donne que comme des

modeles, entre beaucoup
d'autres peutetre tout

aussi instructifs. En
donnant les exercices pre-

paratoires je ne veux qu'in-

diquer quelques-uns des

moyens pour se rendre
maitre dun passage dif-

ficile. On trouvera la-

dessus des indications

plus completes dans le

Chapitre ''Comment il faut

etudier, comment il faut

executer."

Ejercicios preparatorios

y ejemplos

£s evidente que con la

jjjofusion de mnteiial dis-

ponible he tenido que limi-

tarnie a una coita selcccion

y, por lo tanto, hay que

considerar los ejetnplos que

doy, solamente como mode-

los, eutre inuchos otros,

acaso tan instructivos co -

mo estos. Al dar los JS -

Jercicio'i preparatorios no

he deseado mds que indi-

car algtinas de las ma -

neras de dominar pasaj

e

s

difidles, Sobre este punto

se encontra7d7(, mdsdmpli-
as indicaciones en el Ca -

pitulo "Cotn-J se dcbe estu-

diar, como se debe ejecutar."

Preparatory exercises

for the Sonata in C major,

Op. 53, of Beethoven.

Vorilbungen fiir die C

dur Sonate, Op. 53, von

Beethoven.

E.xcrrices preparatoires

pour la Sonate enM^majeur,

Op. 5:?, de Beethoven.

Ejercicios /^rejOrtJ-a^ori'o.v

paia la Sonata e?i Do ma-

yor, Op. 53, de Beethoven.

Allegretto moderato

% ff5 1 1 r^%p "t 1 r ^^ ffi ^ ^ s^ !P-m^ ^^ rjp^-r_jp-vr^;^^
/

^1' t> — £ :5p E S 5 S E=t

20S34



196

im # # A
a 6

^ i
fl J ^^^ ifl J

^̂ 5

jjj^-' iii
s

f'^i^.i'^^ ' iU4m'h^IlV3 3 * 4
5 4 5 *

•* 4
4 6

S 5

f} J iiC^ t;;j J

u
s i

f? ^. H- ^
J 4J R[Jj R I [J1; J-[J-r [1

4 5.

i
4 5 4 5

t^ J ;^
jl j '^

fr;

J—

a

^
4 5 36

g^^+-^

'

^=
. J /TJ r)

k8 ^ ^^^^^̂ii^tz^Et ^m\T I. '1 - 1 - ^

jqi^Li^
a 1

a

^ ^r J^ r m's
4 -3^ ;^ 6^ ^Si &*i^ ft

etc.

e ^S# v^ *"Mr

s 3 t

-«— 5 ^ 4 a
-'2 4

3 3 3 4 2 3
2 1 2 3 12 4 „ 3 4 2 3 4

I r 2 3 1 2 3

3404
1 2 « * ^
a

i
2 3 2
8 4 3 13 2 13 2 2

2 4 3 2 4 3

13 212334 3 2 13

3
? S 3 2 4 3 „12 ? 3 o *
il^-_^Li i 1

14 2 1

#--#

3 2 3 423
2 1 2 3 12 4

3

£
etc.

4 12 3 i 2
4 2 3 ^l 2 3

P^ *=
i![5zB:

1 o 8

3 43 » 4 ** 1

20934

3 Through all the keys
Durch alle Tonarten
Dans tous les tons

En todos los tonos



Preparatory exercises

for the So lata in F minor,

Op. 57, of Beethoven

Voriibungen fur die

Sonate in F moll Op. 57^

von Beethoven.

Exeroices preparatoires

pour la sonate en^mineur,

Op. 57, de Beethoven.

197

Sjercieios preparatories

para la sonata enjh menor,

Op. 57, de Beethoven.

Allegro assai

ny^ifT^

€J 4 2 5

Sill
i35 14 31 52 41 3 J^^^ ">V'*

1 52^1 3
* ?" :

i
mx

V%"i> i ^

2 5 1 42 15 24 1 3

M'

^

5

sfeic

iSS
IS*

I

m.a..

4 4
//*/>< 5 5, ••5 5

g 41 A.

i
«

^^ ii„4i jili„4^ ,l^„^l5 ^

1i i y^^ m^
Allegro ma non troppo

1 2 4 3 14 1 3 3 12 4 3

1 4

ittf—^ ^—

^

„ 3 3

3 4? ^ ? I 413 3 1 3 1^1 3

4 5 3 1

3 13 4 2

-«-t r-

i

^^
3 2 1

4 3 13

S 3 , .1 1

etc,

1 a 1

3 5 3 1
6 3 8
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p-Hpi} ^Om 3 3 i^ p

4 3 4 a * " T, 4 fc!i«.

y
m

'--^ i ^
•a

^^ kM^ ^ ^ifl ^^^ i 22=: z:

te
S 2

Finger staccato _ Fingerstaccato

J^ s 1 8 Staccato de doigts _ Staccato de dedos

^^̂ ^
etc. f

m£Z
"^ I ^

1 !>
etc.

« 3-4r- ^^^ i
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Preparatory exercise

for the C minor Concerto of

Beethoven (end of last

movement.)

For'iib'ung /iir das C moll

Konzert von BeethoveniEnde

des letzten Teils.)

Exercice preparatoire

pour le Concerto enut mi-

neur de Beethoven (fin du

dernier mouvement.)

Ejercicio preparatorio para

tl Cuncierto en Do menor de

Beethoven (final del ultimo

inovi7niento.)

g JFffffPf^fff^P

Preparatory exercise for

the Concerto in G major, of

Beethoven.

rorubung fur das G dur

Xonzerf von £eethoven.

Exercice preparatoire

pour le Concerto en sol

majeur, de Beethoven.

Ejercicio preparatorio para

el Concierto en Sol mayor,

de Beethoven.

Allegro moderato

20934
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h'M,ur,nT'r^M Mmmm

Preparatory exercises for

the first Fantasy of the

"Kreisleriana" by Robert

Schumann.

VbrubungenfUr die erste

Fantasie aus der ''JTreis -

leriana" von Robert Schu-

mann.

Kxercices preparatoires

pour la premiere Fantaisie

de la''Kreisleriana'' de Ro -

bert Schumann.

Ejercieios preparatories

para la primera Fantasia de

la Kreisleriand', de, Robert

Schumann.

/li' fri 1 " ^4
5

* 1 .a a
1

4
•—

5
3
• 1

—

4
m—

5

^^-t S • 0—m- 1 2

9
j
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21 3
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Jj2 2 3 ib.
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4
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1 -(-8-
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<5-

i
2 **

pi
r?" r^s^ ? £ etc.

m
jj^j Jj; il^fyt|^/^pm'

fiifc^=&^^ES^m mITT^:
etc.
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Preparatory exercises

for Traumeswirren

("Confused dreams") of

Robert Schumann.

Vbrilbungen fur "Trau-

meswirren' von Robert

Schuncan7i.

Exercices preparatoires

pour Traumeswirren"

( Songes voiles) de Robert
Schumann.

Ejercicios prepardto -

rios para Traum esirirroi'

( Suenos 7iublados) de Ro-
bert Schumann

.

Molto allegro

^-.l^flgl h^#^l§l *fe^iCl
a tempo

5^ ritenuto -m-
"^ -2^

^=i rrr r ^».

i

4 5

4 S 4

H,
t g ^

flifi £ ffl:= ^J^J

-^^ ^±^ ^S3

^
2

IT

etc.

^

In measures 19-20, and

23-24 do not cross the

hands, as indicated in the

music text, but play the

16th notes with the left

hand, and the sixths with

the right hand.

In den Takten 19 - 20,

sowie 23-24 kreuze tnan

nicht die Hdnde, so wie es_

von Schuinann vorgeschrie-

ben iat^sondeia spiele dieldtel

Koten mit der lin/(en Hand,

und die Sexten mit der

reehten Sand.

Dans les mesures 19-20,

et 23-24 ne croisez pas

les mains, ainsi que Schu-

mann la ecrit, mais jouez

les doubles creches avec

la main gauche, et les

sixtes avec la main droite.

J!>i las compases 19-20,

,1/ 23-24 no ae crucen las

manos, co7no ha escrito

Schuina7i7i, sino toquense

las dobles corcheas con la

mano izquierda, y las

sextas con la mano derecha.

20934-
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Preparatory exercises

for the B flat minor Son -

ata (last movement) of

Chopin.

Vorilbungen fiir die JS

moll Sonate (letzter Satz

)

von Chopin.

Exercices preparatoires

pour la sonate en si^ mi-

neur (dernier mouvement)

de Chopin.

Ejercicios preparato -

rios para la sonata en aSVI?

menorinltimo ynovimiento )

de Chopin.

Presto 5

sotto voce e legato

v-bh>u<r- m/T] QJ'^ m i^mJn
etc.

hr^ UZ ^2^5
^-'T 5 4

5^ ^3 r^5 3

3^54^1
a ^

g

>. -* >3 1 >^^> 5^4 l?-^ 1 2
1 I
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\V fj i
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^rfrrrX^ir^
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3

.
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r

5 3 * 53
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Preparatory exerc i ses

for the A flat majorBal -

lade of Chopin.

Fbriihungen fiir die As
dur Ballade von Chopin.

Exercices preparatoires

pour la Ballade en la \>

majeur de Chopin.

803
Ejercicios preparatories

para la Balada enLa\>

mayor de Chopin.

Allegretto

m. s.

3 4

4 3 1 3 3 3 * 3 2 1 T's 3 i 3 1 2

3 4 3 13 3
2 13 4 3 1 3 3 3

3l3«,3Ll3l3 , Q,,3o3U^l.- 1., 4 vL-VmlLmt ,4 3jil.3l_l 121355
< o , o K 8 3 3 1 3 413 4 3 6 w^ n̂tmrn

^Pl

3 o 3 13 il.3 ^1.2 s

'y-Sh ^,^r;rrrTcftf 1^^^ ffe#
5^i

3 1^ 1
2 .:^U

—

13 13

nj iji
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Preparatory exercises

for the Rhapsody NP 12

of Franz Liszt.

Vorubungen fiir die

Rhapsodie N9 12 vo7i

Franz Liszt.

Exercices preparatoires

pour la Rhapsodic N9 12

de Franz Liszt.

Ejerciciospreparutorios

para fa Rapsodia N9 12

de Franz Liszt.

Vivace
434 54 34353^1

3
5 114 344. 6-3 ? 3 , I I

3 1

nh fYffr'̂ l^
34 3 4 B

4331 2 f 3 ^^11
r=F *^M^¥=Wm.d. ^s=^^

5 1I4 34 4«„^ ^3341^31
5 4

4 3 4 ^itf i
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4 3 4
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1 4 3

1
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Examples

The following example is

to be played with smooth,
reposeful teehnic. The fin-

gers lively and supple.

Beispiele

Folgendes Beispiel ist mit

glattc/; ruhiger Techrdk aus-

zufuhren. Die Finger flink

und locker.

Exemples

L exemple suivant doit etre

joue avee une technique bien

egalisee et tranquille. Les
doigts vit's et souples:

Ejempios
2o:

El ejemplo siguiente se

dcbe iocar con una tec -

nica bie'>i igualada if tran-

quila. Los dedos dgiles y
flexibles.

Concerto Konzert
\ Concerto

G. SGAMEAT I*)

Concierto

Un poco sosteimto (J =88)

d* 5434 5

p=p= v^^
5 4 o 4 fi

3 1 '-i F iim ^»=F
1if—

^

^i*

£ m

s
1 2 o 2 1 3

3, 4 3 f: -f-iim -p- ^ -0:

^ i m
120315

IE ^S

* (By permission of B. Schott's Sohne, Mainz)
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Var. n (Moderato)

m :xs: d «»

Theme Varie

-r-"] ^J

207

I. J. Paderewski
0p.l6,N?3

*)

>* *

^ ^

^M Wrm^r rffff.A « m f Vif^m it^m^m
13 13 3 1 a

3 4
143 3 331433

3 12 3 13
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30934-

*) Published with permission of Ed. Bote and G. Bock,Berlin.
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The Top (Etude) Ber Kreisel (EtUdc)

\
La Toupie (Etude)

|
El Peon (Estudio)

Molto vivace

Theodore Leschetizky »)

0p.41,N93

20934- »)Published with permission of Ed. Bote and G. Bock, Berlin.
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Etude Horoique Op. 48 N9 3, Theodore Leschetizky*^

20934- t) Published with permission of fid. Bote and G. Bock, Berlin.
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This lovely piece ought
to be studied in conjunction

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.

(Etude)

Dieses reizende Jcleine

VirtuosenstUck sollte irn

Zuisainmenhang mit "Traumes-

wirren" von Robert Schu -

inann geiibt werden. Bier
entwickelt sich der Daumen
der zweite und dritte Finger,

dort der vierte und fiinfte.

Ce charmant morceau de-

vrait etre etudie en meme
temps que "Traumeswirren"
(Songes voiles) de Eobert Schu-

mann. Ici se developpent le

pouce, second et troisieme

doigt; la le quatrieme
et cinquieme doigt.

La Piccola

(Made)
I

(Etude)

L'sia linda pieza debierase

estudiar al mismo tiempo que

"Traumeswirren" (Suenos nu -

blados) de Robert Sc?iu?nann.

Aijut se desarruUan el pul-

gar, segunda y tercer dedo;

en aquella el cuarto y guinto
dedo.

(Estudio)

^^
Molto vivace

2 1

THEODORE LESCHETIZKY
Op.43,N9 3

\ ^ ^ 1

*)

^ £ ^ ^^5 ^ gJH' f rC
S ^m^^^

p

§
Til % ^^ ^^^

* * *

kt h

^
cresc.

* * P7"
P

» %i>. m

i * 4
y etc.

^
^

^ ^ ^. *
) Published with permission of Ed. Bote and G. Bock, Berlin.
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The passing of the 3rd

and 4th over the 5th finger

must be done easily and
smoothly, -without stiffen-

ing the wrist.

Das Ubergreifen des
dritten und vierten Fingers

iiber den fiinften muss gla'tt

und leicht, ohne jedwede
Steifheit des Sandgelenks
geschehen.

Le passage du 3me et du
4me doigt par dessusle5me
doit se faire avec facilite

et egalite, sans raidir le

poignet.

311
SI pasaje del 3er y del

4o dedo por encima del So

se debe hacer con facilidad

e igualdad, Stn aiteaar la

inuneea.

Concerto E minor | Konzert E moll \ Concerto Mi mineur | Concierto Mi menor

F. CHOPIN

Allegro maestoso (J = lae)

-^=¥ML-L4r ^ rn ITT
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•Zli In Memoriam Domenico Scarlatti

Capriccio
A.LBERTO JONAS, Op. 19, N? 3 *

%is. *
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1 2
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3 1 2
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jpoco ritard.
\u
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20934
* Original Publishers Carl Fischer, New York



Czardas
213

*),EDWAED MAC DOWELL/ Op. 34, N?4

Presto con fuoco
ben articulato

(senza Pedale)

4
13 4 13 4 3^-^ 1

4 1 4 3

3• * * ^&-

Tz

:¥:

t E

5

*") With kind permission of G. Schirmer, New York

20934
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ai4 SONATA*)

Allegro non troppo, ma appassionato Leopold Godowsky

20934 - *^ By permission of the original publi8her,R. Lienau Schlesinger'sche Buch und MusikhandlungjBerlin;



PERPETUUM MOBILE*^
215

i

Allegro vivace ^
5^4 1 2 3 1 54

(from)

(de*) "Walzermasken"
(afe )

Leopold Godowsky

m\?0 ^

5 4 3 2 4
4 2 i35

— - 1 .. 3,2
FFfrya '^ftf i

«—"-#

^ f

^ tX^J: 1 J^-i]^ ^i

^ ^ ^ ^^ ^ ^rf

*) By permission of the original publisher, R.Lienau,Schlesinger'sche Buch und Musik handlung, Berlin.
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"On the black keys."

Etude Gt> major Op. 10

N9 5

"Auf scJiTJcarzen Tasten.

Etiide Ge.i dnr Op. 10m 5

"Sur les touches
noires."

Etude en sol\> majeur
Op. 10 N9 o

"Sobre las tec/as

negrasl'

Estudio en Sol \ VLayor

Op. 10 N? 5

F. CHOPIN

Vivace (J = iie)

senipre legattssioio

* '^.

30934
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Rhapsody N? 13 Rhapsodic N9 12 \ Rhapsodie N? 13 Rapsbdia N9 12

FRANZ LISZT

Quasi Cadenza
8

lib'l>. III

i'V

'fffto

4 ^ i

If rr#Lr-#p_.r#^... #p ..^ rr# rr*^ r*,' *, -^

=-===.

^

UiU l=U l4iU ^ LrUJU^y LUJ LUJ ^ LU=[ ' i-j

^ ^ h
f
— —^^ *i:... —

1 1 1. /. ^

Konzertstiick

Op. 39

For piano and orchestra. I fiir Klavier wnd Orchester. \
Pour piano et orehestre. | Fara viatio y orquesta.

GABRIEL PIERNE *)

Andante molto 1235
m.d.

m. s.

ZB^

*) Published by permission of J.Hamelle,Paris.
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