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INTRODUCTION

The Pianist is, s0 1o speak, the slave of his own hand. Until this most indispensable
auxiliary has been educated so far as to perform the duty of an instrument or tool, at all
times _obedient and subtle, a free and artistic interpretation will be impossible. Therefore Fin-
ger Exercises are a rigorous necessity and impose upon the student a purely arduous daily
technical work.

With the view of facilitating &n this respect the task of the pupil, and in the hope of
rendering his efforts in some measure even more aftractive and fruitful, we have composed
this work.

If the excrcises in the different chapters should not be found absolutely new; they will
not, at all events, be considered common. FEven the most simple ones are rendered in an origi-
nal form and particular rhythm, Each of them also is devoted to a well determined purpose.
From the very first lesson the student is directed to guard jealously the position of his hands
and to play strictly in time. He will soon become acquainted with the different kinds of accen-
tuation and get familiar with intervals, tonalitics, chords, and modulations.

Our peculiar method of noting the scales will fix his attention in such a manner, as (o
engrave the fingering firmly on his memory, and our simplified system of scales in thirds will
compel him to learn these by heart, before he has even played or written them; this will prove,
like the exercises which we are going to give him to compose by himself, a powerful sti-
mulus for awakening his imagination and reflection.

Like Billow, we allow the employment of the thumb on all keys, and with repeated
notes a change of fingers; this last innovation will produce a most favorable influence on the
technic of the pianist: his hand will gain in flexibility and easincss, his. syle and execution
in clearness.

We have taken trouble to render the various exercises as attractive as possible, at
least to remove from them their habitual dryness. Far from allowing the technical work to
become a mechanical repetition, we desire that the student should reflect, and that his in-
telligence develop as much, as his fingers and his car.

The application of this principle alone should suifice to lend some value to our work,

A number of our exercises were composed already some years ago, and, although
being Manuscript, we allowed them to be played at our institute of Music at Lausanne, as
well as at our private lessons. Not only did they gain us encouragement, especially with our
collegues, but numerous pupils devoted to their study appreciated and propagated them a -
mongst themselves. All this induced us to reproduce these first essays. We have therefore
carefully revised, corrected, and completed them, and in presenting them to the pul

we feel persuaded that they will be destined to render some service.

now,
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If some of these exercises prove important enough to be refered to at intervals, it will
however be unnecessary to always repeat those consecutively, belonging to one and the same
serics. Their purpose is not merely to be practised in as great a number as possible. For ob-
faining a good technic, it is above all expedient to make a judicious selection. The progres -
sive classification at the end of this work may facilitate the task of the teacher. The student
should devote himself principally to those studies which will be most suitable for correcting
his individual faults, and develop those qualities incidental to his age and fequirements. We do
not expect that the student should occupy himself exciusively with our work; on the contrary,
we are of opinion that the young student should try his hand at inventing exercises for him-
Self in order to overcome this or other difficulties which offer themsclves to him and, in time,

he will revert to this remedy with predilection.

We should not advise to commence with practising these exercises, before having mas-
{ered the first principles contained in some elementary school of Pianoforte playing. Such elo-
mentary exercises do not come within the frame of our work. We abstained also from all thec-
retical  dissertation on a material destined only to serve a practical purpose. On the other hand,
we affixed to the cxercises a number of observations which seemed to us expedient. It will be the
duty of the master to develop, explain, and return to those cxercises which are not properly under-
stood by the pupil, or which are indifferently cxecuted by the latter. Young people having been train-
ed as toachers, know only too well, that progress is only obtained by slow degrees. and sometimes
just then, when he was on the point of despair. It is also unnecessary that we descant on circun-
spection, time, and in fact anything concerning tuition, as to circumstances and character. Their
own zeal and well designed lessons will teach them more than we could perhaps tell them,
and their own method would be the best, inasmuch as it rests upon experience and usage.

In offering now’ our modest work to those numerous persons who dedicate them -
selves fo the study and tuition of the Pianoforte, we hope that it may be its lot to facilitate ma-
{erially a. task, but too often ungrateful, and to help in producing, in clever hands, such re-
sults as we anticipate.

CARL ESCHMANN-DUMUR

Professor at the institute of Music, Lausanne.
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TECHNICAL PIANOFORTE EXERCISES.

We commence now with some general observations which should never be lost sight of;
and to which we shall frequently return hereafter.

It is self-understood that exercises of the same series need not be practised one afler
the other. Being very numerous and of various dilficulties, they would be partly superfluous and
beyond the capacities of the young Pianist; or they would not supply his special wants. It is
therefore for the master, in cognizance of the cause, to choose those numbers most suitable,
in favor of development of the student, o counteract his shortcomings, or to make him acquire
new qualities.

The student ought to commence by practising each hand <eparalel\ e~pm.|a|ly the left,
which is the most unqualified. As long as these elementary exercises absorb his attention,
he should bestow particular pains upon adopting a slow pace, and playing each mote with equal
power. These three conditions are absolutely essential.

y slow degrees, and only after the player has obtained more surcness, the Tempo
should be accnleraled, as it were, by itsell. Velocity cannot be acquired at the cost of clear-
ness, but it should go with it hand in hand: only in this manner one can arrive at that height
of fluency which forms one of the chier atisinments.of this study. Thus the rhythm will un-
fold itsell simultancously, and give 10 each exercise its natural expression.

Finally we would remark, that the young pianist should be able to transpose and exe-
cute into ail the major and minor keys those cxercises Which he has been practising
erto in the normal keys of C major and A minor.

SERIES 1.
Exercises with Fixed Hand.

Nothing can be more advantageous for a good position of the hand, and cun give more
independence 1o the fingers, than the study of the exercises No f; it will be necessary there-
fore often to return to them, under this form or another more complicated one, according to
the advanced state of the student.

Practise very slowly with a complete.immobility of the arm and hand. Obscrve strietly
the time, employ all possible power by the independent use of the finger - joints, which should be
rather obliterated than brought forward; exercise constantly the fourth r, which is the most
feeble.— The notes held, should not be struck; one single finger is lifted and strikes.




Series 1.
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Etc. signifies that the exercise should be continued and completed in N°4, a.
The student would do wisely fo write it out in its entirety for both hands, in a book ad hoc.

c. e,
@' == 4o 4 e v

These last three numbers, which offer some dilficulties as to Rhythm, are not suitable for
the very first commencement. It is important to count aloud, and 1o accentuate the syncopes.

2. it . .
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We often give onc example in two different ways at a time; the student should copy
and write out completely the one which he has to play.
Practise the same number for a long time. until the hand experiences a certain fatigue.
In this way one attains more power and flexibility than by practising a great number of
different  exercises.

7 3 lgaty b . ole.

ﬁ%w E._JALA_ r—u-ﬁu—-s

As long as one only uses the white keys, one should carefully avoid touching the black
ones. These should only be struck at the extremity. Only, when both the thumb and the fifth fin-
ger come into action on black notes, the three other fingers may be allowed fo advance further.
In this case, one has to guard against touching the woodplate of the Piano, which would eusily
ocour, if one stretched the fingers, instead of holding them, according to rule, rounded. The tran-
quility of arm, and the freedom of hand depend greatly on these conditions, so often neglected.

e
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4 Series 1.

The Same Exercises to the Extent of a Sixth.

This kind of exercise is very favourable for the development of a good touch.
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Series L. 2

The study of the exercise is to the scales.
Nothing can prepare the hand for a more excellent position, rantcd that the Tater romaing i
movable, and the passage of the thumb be effected without any jerk of the arm.
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If the expansion of the hand will permit. one should practise ali the precedmg ex.
ercises and others analogeous, like the succeeding oncs in the chord of the dim d seventh,
or on that of the seventh of the dominant: this would strengthen the fouch still more rigorousiy

28. (Alhr No* 2wk 5.)
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6 Series 1.

The student should try early to compose for himsell appropriate exercises for one or
the other ditficulty on which he may happen to alight. In order to give him some direction for
this purpose. we submit to him. in form of a table, a systematic order of all the possible
combinations which can be formed by the five fingers. They might be transformed still “ad
infinitum” by the diversion of rhythm. the value and repetition of notes, the way of phrasing,
and also by fixing onc or several fingers. We demonstrate this a little further on practi-
cally by some subsequent examples. (See letters a-h)

SYNOPTIC TABLE OF THE FINGERS.

1 m L, ™. v VL. v vt X

12845(18225(18285]15288)21385) 2814528185 |25188)81245(32145
12358 (1325414258 15223(21304 23154(241053|25188 31258382154
12485|13425(14325[ 1532221453 28451 28815 (2581431425 82451
12458 13452(14852(15342]21485| 2341528851 2534181452 82815
1258413524 14528 15423} 21534 28514245 25418}31524( 82518
125a3/135a2/1asaz2lisas2lzisaslizssarizassrlesasilsisazisesan

memeos
«

XI. X11. X1 XIv. XV, XVL XVIL  XVIL  XIX. XX.
38125 35124)/41285)42185/48125(45128)51233(02184|58124|54128
Y4152/ 3514281263 (4215348152 25182|51248(52148 (5814258182
84215| 8521481825 42815 43215 45218]51324/52814|58241 (54218
BA251|85281]A1852 (42851 A8251 45281 5184252841 58214 (58281
34512[85412[ 4152822518 4851225812 51428 (52418 (58412|58812
sasz1iusazrlarsyzlazsstiasszrlasszrlsnaselszast/ssazilsases

The preceding table is equally applicable to the chords of the diminished seventh, and
the seventh of the dominant. See N 29 and 30 of the first series and the tables of the VI
and the X" seric:

E: 1 d of the preceding table,and cl

in accordance with their difficulty.

See the classification given at the end of this work.
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These exercises, founded on the pririciple of polyphonic music, and as a preparation
for the works of the old masters, ought to be the object of particular study. We give however
intentionally, only a simple example, and refer the student 10 & special work of Conrad Max Kunz,
Op.14 , Zweihundert Kleine Zweistimmige Canonst Munich, Aibl, recommended by Biilow.

T ey L o e
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The small Roman numbers of the succeeding examples refer to the table of fingering,
which will at once explain to the student the exercise he is going to Study.

Degree 1. Column 1
g0 P

%) The whole notes (semibreves) most be




8 Series T
Degree 1. Columu 1.
Y 324y
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Degree IV. Column IV.
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Degree V. Colum V.
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Degree XIII Exercises N> 1 and 2. Series 1
a. b.
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Columu XV,
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Degree XIX. Colunn XIX.
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SERIES II.
Exercises for the Free Hand.

Practise at first each hand separately, play slowly and well in time, afterwards try
to attain by slow degrees a somewhat quicker time. We do not mark the time, however, as
the master will have to decide this, in accordance with the capacity of the student. The
more mistakes, the slower must be the time of the Metronome. Above all stands a correct
execution. The accelleration should be a consequence of perfection attained. Not quickness
carries to perfection, but slow and careful work alone will call forth those brilliant qua-
lities, which will surely lead to it

Practise the same exercise for a long time, and if it becomes too mechanical, vary the
rhythm or the time. The following cighteen numbers can be played also with different fin -
gering; it will however serve the purpose best, to pay especial regard to the fourth and fifth
fingers, on account of their natural weakness.

‘The whole serics can also be used as octave - study.

538
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1 Series IL.

The following eleven numbers accustom the thumb to pass under each finger. They are
also especially preparatory for the study of the scales.

o 4w a® te 2 i 2z g2 ieleie i el: ele.
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SERIES I

Major Scales with their Relative Harmonious
and Melodious Minor Scales.

Usual Fingering.

The fingering of the scale, be it major or minor, comprises two unequal groups, join-
ed by the passage of the thumb, which takes ils place alternately after the third and fourth
finger. The latter being used only once within the octave, it is of importance to know its-
place well, as it decides the order of the other fingering. For this reason we adopt in the
subjoined general table of scales a system of notation, which brings the general fingering
employed especially to light. The straight line indicates the four fingers (from the thumb
to the fourth) and the whole note (scmibreve) purposes to show the essential number four.
— It is understood that this particular mode of notation will not be suitable in
rhythmical scales, where it would be expedient only to mark the fourth finger.

See examples, given page 27.

_ 4 e
e

DEEE i

Do majeur. La mineur.|
© dur Aol g Darm.

T etee
o

24 PR
e

Sol may, Mi min.)
G dur. ol | BaT™

o ete®

T == e 2

Ré maj. i min,

D dur; mélod,

[



Series IIL. b
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¥a g min
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o 7 o g =
7 7
4 4
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min.
CR G parm-
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# mi
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3
e — —
Cidd i
Si maj. Sol § min,
o — -
A
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e
Sol ¢ min
35 b métoe
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Series TIL. A
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Series III

Symetric Fingering of the Scales.

The similar, reciprocal order of the two hands though inverted, will also be seen on
the piano in this way: If you put one thumb on C, and the other on £ in such a manner that the
two hands cross each other, and you imagine them ascending or descending in contrary motion,
you will at once observe the symetric relation of fingers and keys, clearly; also the synchro-
nous coincidence of the raised notes in the one hand, and the lowered ones in the other, and
vice versd. In conformity with this order, we have established a system of fingering of which
the subjoined table gives a theoretic demonstration, inexecutable though, from a musical point,
but proper enough o verify the principle which gives rise to the following rules.

@) Right hand. In the major scales with flats, the fourth finger falls always on the note
flat,

Left hand. In the major scales with sharps, the fourth finger falls always on the note,

™

sharp.

Pirst Symmetric Table of the Major Scales.

Fa maj. Sib may Mi 5 ma Lab maj.
[ i o Bduo o Esdnoa . Ao s
Sol maj. Re may La maj. Mi maj
PR 5 D yu A e g g F o
© 4 a K 4
Re b maj Sot b maj. Do’ ma.
A Dedn 4 Gevdur o _a s der_a
& -
Si maj. Fa § maj. Do # maj.
H dur; g b . Ficdn g, Cisdun
7 i i

) Right hand. In the major scales with sharps, the fourth finger falls on the last sharp,
provided this last be a black note. In F § and C § major, for instance, the fourth fin-
ger is neither put on £ # nor on B B, which are white notes, but it is placed on A §.
Transposed into their respective enharmonic keys, these very -same scales are again found to
be regular, inasmuch as the fourth finger falls on B b.

Left hand. In the major scales with flats, the fourth finger falls on the last B b, re-
presented by a black note. The notes G b and E b form an exception, enharmonically tran -
scribed, they resenter again the rule for the sharp notes. Compare.

B
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Second Symmetric Table of the Major Scales.

So maj. R M
6 ma, 31 may
g G dur 4 D dnr: 3 s g4 Fdu A
t =y
Fa maj Sib may, Mib may Lab may
| r | du 25 is dur
& i i -
d
Si maj. Fa g may Do 4 mai
gk, Hdw 4 p 4 Fide yb g, Ciodu s
o
RG b maj. Sot b ma Do b ma.
P L G dun o Condur
(E= i . Pih .
o A W A

@ Right hand. In the minor scales with flats, the fourth finger is always placed on B b,

us C minor scale, not having B b, makes an exception. D and G minor follow the

rule of fingering of the sharp - scales, which have the fourth finger on the last sharp.

Left hand. In the minor scales with sharps, the fourth finger is always placed on F §.
In the harmonious minor scales of G 4§ it is on € #; but, enharmonically transcribed, that is

ab

Compare:

First Symmetric Table of the Minor Scales.

Harmonious forms.

major, this scale becomes again regular, the fourth finger falling again on the last note
B b, a black key.

Ré min Sol min. Do min Fa min Si'h min
s Dwoli A | G ool L Comol & Pl 4 | Bl 4
é Ré min La min Mi min
[ g |G e, D polt © g Fomol g H ol
5 % 3 3 B
Mi b min Lab min Do ¢ .
R A S ) g8 Cis ol 4
(B e & s C—
©
Faz min 0 § min Lab min
| £p 8 Fivl. g i Cis ol T
< —Z




u Series III.

4) Right hand. In the minor scales with sharps, the fourth finger falls on the last
sharp, if a black note. G 4, D 4 and 4 # transcribed enharmonically, are formed by rule re-
lating to keys with flats.

Left hand. In the minor scales with flats, the fourth finger is always placed on
the last flat, represented by a black note.

Second Symmetric Table of the Harmonic Minor Scales.

La min Mimin St min, Fa g min
) ok il PR A g g bisol
(34
Fa min Sib min Mi b min.
g el i L ol Ex mll
e
7 W 3
Do# min. Sol ¢ min, R § min. La g min.
i mol. " y Gismoll, &g g Dismol, &g @ . cdis moll.
= o
o
Lab min, Do ¢ min Fa ¢ min. St min.
f1 b moll. 4 g, Coc ol g4 Fivmi " 11 mol.
¥ > g
B e ESs e o
W 4
d

Our way of fingering, according to symmetric proportions, deserves attention for in-
ducing equality of touch. Besides it is much more simple, and easier to commit to memors; and
differs from the old primitive system, only as to the left hand, and the following twelve scales.

Ré maj. .
D ae

Do min.
C ol

e

Sol min)
G ool § P
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We give here some melodious minor scales which offer exceptional difficulties in fin-
gering. The student should write them out and practise them in thirds, tenths and sixths.

Fa § min.
Fis mad,

Do min.
Cis o,

La 5 min,
i moll

Fa min
F moll,

Do min
€ mal

Sol min
G mol,

Ré min
0 mot,

i “Dus wohitenperirto Clavior”
ko715

*) Fingered after Tausigs.— Svo Fogae in € minor, Bach -To



26 Series IIL.

Italian and Oriental Minor Scales.

There are still two more, less used minor scales, the knowledge of which will prove
very useful: the Malian and Oriental scales. The threc examples given here will prove sufficient
for constructing those on the other keys.

T e e e e I

>

The so-called Oriental scale is found frequently in Hungarian music, and more espe-
cially in the works of Liszt Here it is in all the keys:

(OIS 4 E(ﬁ e a
b= == =
: min
L2 min Fo i min
- A mal, , e s epe = | i g e
) & Ol s oz T &
. .
T S PR e}

5 =
ot e P e
is moll, is moll. "
3 1 —tetlt sk
T e ——— -

ez T + =
i b
a b a Y @
B
Mi b min. R Fa mis
Es moll, e o ISI"':”"‘ F moll. e £
4——ts e et T | gt o o 1o w272
T 19 =
DR
4 a @ L@ 2 [0}
* - So1 ;
Do S RG min.
= Gl . st E R6 mi
38t D B
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Rhythmical Models for the Execution of Scales.

All the major and minor scales noted so far, from a theoretical point of view, should
be practised in the following forms, written in the models of C major and A minor. One
should not commence the study of the melodie scale, before having thoroughly master-
ed the harmonie form.

In order to acquire equality of tonc, so indispensable to a good execution of the
scale, it is above all necessary o master the passage of the thumb. Serie L N° 27, and
serie Il N 7-17. Practise constantly both hands, one after the other, and that very slow-
Iy; especially the left, and particularly in descending. As soon as the fingering has been
acquired, make use of the Metronome to arrive gradually at u quicker speed. For this pur
pose, see the advice, which Schumann gives, in his “Etudes daprés les caprices de Pa-
ganini, Op.3.

2.
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Series III. 20

In doubling the time, that is to say, counting two instead of four, the final note may
be left away, to pass without stopping from one division into another. These two ways of
playing scales engender in a high degree, a consciousness of time and rhythm. The Metro-
nome is indispensable.
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The use of syncopated notes, as well as all combinations, rhythmically different, and ex-
ecuted with both hands simultaneously. lend more attraction and veriation to the study of scale-
he consciousness of time and rhythm

playing, and  strengthen still more
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The sign ~ indicates the continuation of the figure commenced.
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All the scales, comprised in the subsequent number, are played consecutively with the
© major fingering.
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One of the greatest existing difficulties is the playing of a scale with triplets inone hand
and equal notes in the other, like all similar divisions, even and uneven, simultancously combined in
both hands. We cannot sufficiently recommend this kind of study, which can also be applied to
the practise of octaves; nothing would give more independence (o both hands.
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Exercise the simplificd fingering a. until the particular difficulty of rhythm and time
be overcome.

51
P

Chromatic Scales.

It is of importa
here. The one at N 4

to become quite familiar with each mode of fingering which we give
particularly suitable for rapid pas
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See: Liszt - Billow, Fantaisie hongroise, page 1. Leipzig, Petors.
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SERIES IV.
Progressions and Diatonic Scales in Thirds, Fourths and Sixths.

Diatonic Progressions in Thirds.

Observe a perfectly even touch: the student likes generally to break thirds.
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staccato

) Touch and hold the whole notes (scmibreves) without striking them. £, €715
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Fingering of Major and Minor Harmonious Scales in Thirds.

The two fingerings A. B, as we have given them, one after the other, simplify in our opin-
should know the whole scale

ion, the

by heart, in order only to consider the result,
The fingering A is formed from a group of five fingers, comprising a fifth; and of

two groups of

execution of the diatonic scales in thirds. The student

four fingers (from the thumb to the fourth) of the two fourths, which follow

each other. To know the place for the fifth finger, is the key to the whole fingering.

Do majeur. La mineur.
— 5§ 2 4 3 et
¢ [EEE=Snaw
t 2
A Rl = Resut
— ol
: Faid i o
= ERN S |
Sol maj.  Mi min. Ré maj.  Si min. La maj. Fad min. M maj. Do # maj
3 > 44 P ry i 4,
{ Dy g o oot . oo
A G dur. E moll. R G A dur || Fis molt Cis all.
( i w_’ o 7 4
Si maj. Sol 4 min. Fag maj. Ré§ min. Réb maj.  Si b mn,
e st ; o a
D o o
A o dur Gis mll Fi dur Dis moll, Des dur: o mall
Labmaj. Fa min. Mibmaj. Domin.  Sibma. Sol min Fa ma  Ré min.
o o _ gL o RN 4 o
o o B Dl o @
A el R B dur || € mat B i ol Fa | 0 matr
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The fingering B comprises two groups, one of the fifth, the other of the sixth. The
latter group requires a light sliding of the thumb, from one key to another. One will attain
this by the practise of the exercises N°* 8, 7, 24, 25 and 27 of this series.
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The scales marked with an asterisk may also be fingered as follows.
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Fingering of Melodious Minor Scales in Thirds.

The melodious minor scales in thirds are fingered similarly o those of the preced-
ing major and harmonious minor ones. We note them after the formula B.

R T
b emisEt BiFtre, .Fé“ﬁ
et i s

P PR =y .

Sol g min.

Si b min— B moll.
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e T

Do min.— moll.

min.— F ol
3.4 \

idyg /rg‘il} ‘A_"M\”
o ¢

Sol min.— G il o Ré min.— 1) moll,

b

(TS
=g At AL ASraa S|
- 13

The student should be able to play these scales also after the formula A. It is in-
deed of importance, to know all the applicable fingering, and to make use of them at will. The em-
ployment of one or the other is not at all indifferent, and may on the contrary, in some cases,
have a sensible influence on the interpretation. We call to mind on this occasion the remark
of Hans von Billow, with respect to the 60" study by Cramer:

Jlt is absolutely inadmissible to make the choice of fingering hap-hazard" (without
discrimination.)

Fingering of Diatonic Scales in Fourths.

For the scales in fourths. we employ from predilection the fingering A: its uniformity
greatly facilitates the execution.
4
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The study of the scales in fourths, with one hand, can be combined With that of repeated
notes, such as shakes and mordants, performed by the other in conformity with the following examples.

582 4 Bt Snd
S e

"~ liegdrissimol
e s s
P

Fingering of the Diatonic Major and Minor Scales in Sixths.

Observe the identical repetition of the fingering from one octave to the other.
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The student may construct the whole scale by the following scheme. If the line, which
marks the most important part of the fingering, does not fall upon the equal notes of both hands,
an exact “Ensemble’ will be very difficult, and the practise of each hand separately, necessary.

Sol maj.
Mi min. Ré maj. Si min, La maj. Fa § min.
P B $ Tl o) 44 sep -
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Practise also the following fingering, which have each their justification.
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Progressions and Chromatic Secales in Seconds, Thirds,
Fourths, Fifths and Sixths.

The succeeding chromatic progressions have only been given from a purely theoreti-

cal point of view. After the student has understood them well, et him make use of them prac-
models, which we have set forth later on page 52- 5.

tically for the rhythmical
movement, also the line

Notice the symmetrical position of the hands in the contra
which we employ for marking the most important part of the fingering

L Fingering for Major Seconds.
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IL Fingering for Minor Thirds.
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1IL Fingering for Major Thirds.
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V. Fingering for Diminished Fifths.

VI Fingering for Perfect Fifths.
The four succeeding numbers are written solely for the purpose of showing the fin-
g of these passages of fifths.
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ixths.

VII Fingering for Minor S;
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VIII Fingering for Major Sixths.
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Rhythmical Models for the Execution of Scales
and Chromatic Progressions.
The student may now finger for himself the following examples from the different

formulas, given in the preceding tables. Each number may be lengthencd by several octaves,
and much varied by the change of rhythm and time.
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P 2 e 2 —_ ] C‘//:g
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This last figure has been extracted from the posthumous Polonaise in D minor by
Chopin, Op. 71, N°4, edited by Klindworth, Bote & Bock, Berlin. The works of Chopin, Liszt, Raf;,
and others, are strewn frequently with brilliant and original passages and figures, which require
a certain amount of boldness of execution. The student should collect them in writing as they
offer themselves to him in the compositions he happens to study, and practise them as pro-
per exercises. In this manner he would be' enabled to establish for himself an inestimable work,as
it is dictated only by great masters, and by the aid of which he will raise himsell by degrees to
virtuosity.
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SERIES VI

Diminished, and Augmented Chords
without Octave.

Perfect Chords.

.
La . 3 & . ‘
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) The swall notes pp and staceato, the Luko ones f7 and ben feunto.
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Watch that the thumb be properly used, neither bent in nor outwards. See the five fol-
lowing numbers, the second remark of Bilow for the seventh study of Cramer.

R i

P staccalo cresc.
b Dttt =23
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For this number, as well as for the following, until N° 48, the observance of time with
respect to the accentuated parts of the bar, requires attentive study. See, for this purpose, the
remarks made by Biilow, for the 13" study by Cramer.

43. cresc. dim.__sensa rit,
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,48. me me L &

1252 ua ,,47‘“gl

The five succeeding numbers are suitable for the study of the passage of the thumb
after the fifth finger, and vice versi.
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Chords of the Diminished Fifths.

All exercises based on perfect chords, may also be executed on that of the dimi-
nished fifth on the seventh degree of the major scale, and on the second and the seventh
of that of the minor. Here is a complete table:

ki
3

P - D et
s == e
48, e P TR fo =%
S Tl 22E]

In consideration that the same chord of the diminished fifth may belong to three
different keys, it will also_find its resolution accordingly. Examples:
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The five succeeding numbers are suitable for the study of the passage of the thumb

after the (ifth finger, and vice versd
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Chords of the Diminished Fifths.

All exercises based on perfect chords, may also be executed on that of the dimi-
nished fifth on the seventh degree of the major scale, and on the second and the seventh
of that of the minor. Here is a complete table:

In consideration that the same chord of the diminished fifth

may belong to three
different keys, it will also.find its resolution accordingly.— Examples:

55. a.
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Perfect Chords,and Diminished Chords of the Fifth, Combined.

The chord of the diminished fifth, playcd together with the perfect chord of the do-
minant, forms a chord of the seventh of the dominant._ Examples:

56. u. N
PRAUPY ;  TONNENINPL U S 7 3 S
Sd.j;n’, & z SEESSE—=SE2ss &=
Chord of Dimin. Seventh.
) eI~ Tl

T e TR

The chord of the diminished fifth on the second degree in minor, with that on the
seventh, give together a diminished chord of the seventh._ Examples:

P 2 8 e
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Chord of Dorin. Seventh.
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Chord of Dorhin. Seventh.
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. Chords of the Diminished Fifth with
Chromatic and Diatonic Scales.
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Table of Modulation.
Perfect Chords.

The half-néte (Minim) signifies, the fundamental note (prime) of each chord. The stu-
dent should fake notice of this.

60. a.
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Perfect Chords and Chords of Diminished Fifth.

The asterisk distinguishes the chord of a diminished fifth.

e el
-
-
2
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O e e S

Perfect Chords and Chords of the Augmented Fifth.
The asterisk indicates the chord of an augmented fifth

B enharm. . . enbarm.
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Chords of the Diminished Seventh without Octave.

The first position of these chords is distinguished by whole notes (semibreves).

Chords and Fingering.

Do min. Mi b min,
NPT PYUO X
;
P ¥ TS

All the chords of the diminished seventh without the octave, are uniformly executed with
one or the other of the two subjoined fingering. Take that one first, which makes use of the fourth
finger. This latter requires certainly more practise than the others, and exercise N°3, in particular
develops sureness of power and crispness of touch, in which this finger is so deficient
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CRNeaE A

When both hands play in unisons the cadence of the bass has fo be altered, according to
the following examples.

h. 2. = ==




Exercises on the Chords of the Diminished Seventh
in Chromatic Progression.
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Here is one of the most important innovations of modern fingering.

The change of fingers on the same note, is indispensable for clearness of execution.
‘fake notice of Billow's d remark in the thirteenth study by Cramer. (Cr. B"N913.)
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Chords of the Diminished Seventh and Chords of the

Diminished Fifth, played
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SERIES VIIL
. Chords of the Dominant Seventh without Octave.
Table L.
Combined Chords of Deminant Seventh.

The first position of the chord is marked by whole notes (semibreves).

WIY'S SN2 ) 33 o, 2> 4h
S = .@ﬁ:?‘éé
o o o

enharmon.

The fingering C will prove most suitable for rapid and vigorous passages. The third
finger possesses a natural force and sureness, which is deficient in the fourth.

All the exercises, given for the study of the chord of the diminished seventh, serve
as well for that of the dominant - seventh. In order (o avoid an exact repetition of the same
models, the student should take care to change the rhythm. We give here N° 27 of the VI™ se-
ries for instance, altered rhythmically, three - fold.

The line, renewed with cach position, indicates the fingering sufficiently.
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See N42 of the VI series, figurated in an anologuous manner.
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MUTE CHANGE OF FINGERS ON A SUSTAINED NOTE.

See N 83-89 of the VI" series, on the same subject.
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See NU* 25 and 26 of the VI serics.
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TIED NOTES IN COMBINATION WITH STACCATO ONES.
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Onc can continue all these excrcises, following the order given for the first table on
chords of the Dominant - seventh, page 74— We give thrce examples:

%Es °ss  isE 73 % ¥ ¥F

For this last number the master should observe, that the fundamental bass-note be

always struck by the fifth finger, instead of the fourth, in chords not very far extended._

See for this purpose the third remark of Bilow for the seventeenth study by Cramer.
This same exercise, played by the right hand will also be found useful. In this cas

—_—
onc would finger as follows: [ 1 |
it
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If one employ the pedal, it has (o be taken up with each new chord, and only used
again after the fundamental bass-note has been struck.

Table IL.

Combination of Chords of Dominant Seventh Chords.
of Diminished Seventh.

LE T
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Table IIL
Combination of Perfect Major Chords, Chords of Dominant Seventh,

and Chords of Diminished Seventh.
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Cia Khamci
We terminate these series by an example of modulation with chords of sccondary seventh,
which we note by means of whole notes (semibreves). These chords may, in their turn, form the
bisis for new exercises, and could be multiplied almost ad infinitum.
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Perfect Chords.
Diminished and Augmented Chords.

Symmetrical Table of Perfect Major and Minor Chords.

We give the following table solely With the view of demonstrating those reversed sy-
metrical proportions, on which we had occasion to disconrse under the series of Scales.

It shows at this opportunity most distinctly, the major in the right hand always co in-
ciding with the minor in the left, the first position of a chord with that of the third, a rais-
ed note with a lowered one, and vice versi.

The number on the right side of a chord concerns the right hand; that on the left is
meant for the left hand. The perforated lines, running across from one system to another,

indicate the doubly symetrical relationship of keys and fingers.

Maj. P 2
Diminished chord.|

% qu_‘._‘

Sy e

Riemann and others employ regularly, the third finger of the left hand for the first
position of the major chords of B b5, E b, A b and D b, and consequently, the third finger of
the right hand for the third position in the minor chords of B, F §, C #, and G §. Our s
tem is certainly more rational, and therefore preferable. It is evident that the shortest fin -
ger, namely the fifth, requires less stretch, when playing a major third, extending from a black
note to a white one, than when the same interval has to be attacked from a white note to a
black one. Besides, as the fingering has to be modified in accordance with the formation of
the individual hand, it would be wrong to consider exclusively only one method. Fvery rea -
sonable fingering is worth consideration. In most cases it is essential to prefer neither onc nor
the other, but to retain firmly the one accepted.

[
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By means of an especially noticeable number, we draw the affention of the student
to the exceptional fingering of the ten last chords, marked by an asterisk.

Symmetric Table of Chords of Diminished Fifths.

The chords of diminished fifth with the octave are fingered like the tonic chord
of C major,
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These chords have to be practisd by the combinations given at the V1. series, N** 54 - 57

Our examples written in G, should be invariably transposed.
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The numbers 52-57 are extracted from the studies of Saint- Saéns Op. 52;
Durand and Schoenewerk, Paris. The student should try to take similar passages from
classical and modern works, for the purpose of composing exercises for his own use
Becthoven and Brahms alone. are an inexhaustible source in this respect.

Perfect and Diminished Chords.

At it
&5 ¥
T | -
S S i
65.
, £ fee, . ;
= <
oot - -
\ PR I I S B = g t
For the continuation of the preceding exercises, see N° 56 of the VI. series.
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Practise each exercise, first legatissimo, then legato, portando, martellato or mezzo-
staccato, non legato, and staccato, in different shades of tone. from piano (), pianissimo (),
to forte (f), fortissimo (). All kinds of touch should be considered and cultivated, as well as
nimbleness of fingering and sentiment for rhythm.
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Practise the two last exercises like the four preceding ones, by varying each of
them as to thythm and time, according to the examples given in N 16-22 of the VI. series.

EXERCISES WITH SEVERAL PARTS.

These exerciscs are based on those of N°* 75 and 76. See N°* 35-39 of the VI. serics.
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In the two following exercises, the three positions of the chord are indicated by
Roman numerals.

The line, embracing each position, indicates the fingering.
I
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Perfect Chords and Chords of the Seventh together.

In all combined exercises like the following, we will mark the perfect chord more dis-
tinctly. This manner of drawing the attention to the principal motive facilitates the reading,
without however indicating a difference of tone between the two hands, which could be cof

fected at will.

Chord of the Dominant - Seventh.
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Perfect Chords,and Chords of the Diminished Fifth played Simultaneously.
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For the practise of these last two exercises in other rhythmical forms, see the N~ 73-
78 of this series. The student may find new combinations for himself.
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For the fingering of the succeeding exercises, see N° 41 of the VIL series, and in order to
examine more thoroughly this kind of study, sce ,Etuden, Carl Reinecke, Op.121; Leipzig, Kistner.
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Sec E. Gayrhos, Op.19, Etudes; Aug. Cranz, Hamburg.
PASSAGE OF THE THUMB AFTER THE FIFTH FINGER, AND VICE VERSA.
See N 49-53 of VI series, 88-40 of VIL series and 83 of VII. series.
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. Exercises on Tension.
This kind of study which causes great tension of the muscles, must not be continu-
50 as to produce over-fatigue. Similarly in the study of octaves, one should act with pru-
dence, and allow the physical strength of the pupil to decide whether he should undertake
this category of study.
In the study of the shake, the accompaniment may be modified a little, 50 a
accessible to small hands.
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Table of Modulation.
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See for the following, N°60,0f the VI series.
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See for the following, N 81, V1. series.
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Sve for the whole continuation, N 82, VL. series, which may be varied in this was: com-

mence with minor, that is to say, change the two first chords by placing one for the other.
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See Chopin, Op. 10, N° 1; also St. Heller, Op. 15%, N* 18 entitled: .21 Technische Studien
als Vorbereitung zu Werken von Fr. Chopin® Leipzig, Kistner.
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See “Clavier Studien, 86 instructive Tonstiicke) by Henri Germer, Op. 81, N* 84; Leipzig,

Leede
53 nm
53. &
g s o SN0 4 g 4 1
g < LT ] ké ks T

See Fduard Krause, Op. 80,,Schule der linken Hand; Heft L page 21, Ziirich & Leipzig,
Gebr. Hug.
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See Auguste Werner, Op. 34,“Six Etudes] Leipzig, Breitkopf & Hirtei.

The table 152 a, may serve as a model for these two last numbers. The perfect
minor chord precedes the perfect major one, on the same tonic: O major, G minor etc.
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SERIES X.

Chords of the Diminished, and of the Dominant
Seventh with Octave.

Chords of the Diminished Seventh.
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See Ad. Henselt,"Douze études de concert Op. 2, N" 1.
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Sce Fr. Liszt, Etudes dexécution transcendante, N 10.
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See Ant. Rubinstein, Op. 70, Concert N» 4, in D min; Leipzig Senfl.

Chords of the Dominant Seventh,with Octave.

Altered by the first five cxamples of the VIIL series, the seventeen preceding num-
bers may be applied also to the following chords.
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For the combination of chords of the Dominant - seventh, as well as for their four
positions, sce the tables of VIIL series. On this fundament, and with the help of the number
ed table, page 8, the student will be able to form a great number of exercises.— See also
the N 29 and 80 of I scries, which, with immovable hand, develop suppleness of touch and ten-

sion of fingers.
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W cannot recommend sufficiently for the study of polyphonic playing. the collection of
eighteen litle preludes and fugues by Jean Sebastian and Friedemann Bach, revised by Joseph Bu-
onamici; Rome, Venturini; Munich, Aibl.— This work is fingered, phrased, and marked with notes of
ciples of Biilow; of whom ~Buonamici
is a most distinguished pupil; this is sufficient recommendation enough.
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Fach hand alone, in its turn, should practise this last number, which however can ak
50 be executed by both hands together, as indicated in the second bar, The student should nof
merely practise these two ways, but also descending, viz: from the highest note downwards.

As the first note of the figure cannot be sustained, take it up again mutely in the
third part of the bar, after that, leave the pedal. The same applies to the final chord. This
way of treatment generates a resounding effect, which has to be made usc of occasionally.

For this, we give a few further examples on the following page.

BETS



Series X.
YT 4}. et s AL DS
%’* AL D T
2e. 2t tE _ 3

For the continuation of these last two exercises, sce the sccond table VIIL series, pag. 78.

Different Chords.
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Chords of the Seventh,on the Second Degree
of the Major and Minor Scale.
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See Edvard Grieg, Op. 16: Concert in A minor; Leipzig, Fritzsch
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The three great categories of exercises in our work include all, which is indispensa-
ble to the pianist. They will even furnish him with ample material for the special studies
which we have indicated, although we have not carried it out explicitly, because this has
been treated elsewhere in a masterly manner. We refer to the study of Polyphony, and Oc-
taves. We require simply that the student may complete, imitate, and vary for his own pur-
pose, the models and fragments which we have offered to him; that he may learn to write
and transpose them, and that he may even invent by himself. Regarded from this point
of view, our column should be a constant source of progress to him. The seed of the
very best instruction will be wasted fruitlessly, if the young student does not bring to-
wards his fask at least a spark of the sacred flame, and the thirst for individual research
which is the hereditary gift of great artistes.

In order to encourage the young student in his endeavour for independence,we offer
him in conclusion, a table of transpositions to which he may refer with advantage,as soon
as he be far enough advanced to be initiated in the reading of scores.

Table of Transposition.

L. Violin clef. 1. Bass clef.
= =

HL Alto. P il P
B i N DT T

IV. Ténor, »

VI Mezzo Soprano.

=== =

VIL Baryton.
s

The same phrase, transposed into all the clefs, vocal and instrumental, also transcrib-

into one of the two most frequently memed clefs, offers us a study of comparison Which

faciliates very much the intelligence of 1 tation the writing out of transpositions,

without the aid of the Piano, the quaem will become familiar with each voice; he will ac-

quire bye and bye great facility of reading at “first sight” he will develop his hearing, and

that innermost sentiment, which perceives and hears the sound by the sight only, and which will
distinguish the true musician from the ordinary pianist

]

EE T



"z

Gradual Classification
of all Exercises contained in this work.

All the exercises in this work in the different chapters, to the number of more than
a thousand, have been classed at the end, according to their respective difficulty of execution,
in twenty degrees, exactly in correspondence with the twenty degrees of our work ,Guide du
jeune Pianiste® Under the identical numbers, one will find in our two publications, all that is
required for the same pupil.

But this need not be followed literally. Our classification purposes to faciliate re~
search and it gives in a general way, the line to be followed; but it would be an impossibility
to lay down a limit for the choice which responds to the faults to be correct, ed to acquire,
new qualities particular exigencies of the hands, and divers aptitudes. The more the master
uses in this respect his initiative and independance, the more fruitful and serviceable his tui-
tion will prove. It is only of importance not to pass over to a higher difficulty, before the re-
ssults of a former have been thoroughly satisfactory

A child of eight years, p sing the first ¢ ige of Pianoforte pla
ing, would be in the best condition to commence with our work. and to follow methodically
the route, laid open for him. But a student, badly instructed from the very beginning, and ad-
dicted to negligence, could not, with benefit, play exercises whick are in correspondence with
the pieces of music he is studying, cven if he was musically advanced in other respects.
He should return to studies of inferior degree, which would rorrect his bad habits quicker
and better. Even, if he should, on account of want of time. be obliged to put aside for the
moment, his usual studies, we dont know of anything hetter to recommend him, than to study
his exercises with method, and under a competent dircction. Doubtlessly, only these alone can
give all those indispensable qualities for a correct execution, such as: proper position of the
hand, time, fluency, intelligence of rhythm. And we repeat: a pianist, who neglects this impor
tant side of his art, will never be able to express, in his representation, the thoughts and
sentiments, which he intends to interpret.

The series I and 1 have been composed especially for the right position of both
hands, and the independence of each finger. To this rather dry and uninteresting branch of
study a good deal of interest can be infused, by a change of time, rhythm, and touch.

The series DL IV. and V. are consccrated to a profound study of the scale whose
different varieties the student will learn to master, by ear, to analyse them in general, and
nger them.

in particular, to transpose and
The important study of the chords fills out the series VI to X. It produces an
inexhaustible source of exercises of all kinds and forms; the knowledge of the scales, is
the back-bone of the language of sound, whose principles will often be better impressed on
the memory by repeated hearing, than by theory alone.
These three categories should stand prominently in front, and will be found on cach
degree.

[
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Degree IIL
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Nev 4,7 in the following kevs: F, B, £ b
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Degree IV.
N 1249, 27, The latter trausposedand
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Examples ¢, also those of 1% colums, with
thumb sustain
See page 2 and 8.
N 7 and .
N0 8 i the following Keys, F§. 4 b, Db
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Degree VII.

Nos 81, 82, Figured table, exampies d,e,
&b, also those of VIL. column, on page 9.

W Nes s, 6

I N9t 12-16, A1 Chromatic scale, N .

VIL Nt 3087,

VI Nos 112,

I NS 81-100.

Degree VIIL

L Figured table, VI colum, after the ex-
amples on page 9.

N, 05,

HELNes 17, 18, 19, 42,

VIL New 88, 89, 40,

VIL N 1B-16.

X Nov 108, 109.

Degree IX.

I NS 28 Gt sufficient stretch of hand).
Figured table, IX. column, after the ex-
amples on page 9.

moN e

L Ner 20-23. Mordant, etc.

N 1.7 1, .

VIL N A

VL o 18- 25

X N 101, 102,

Degree X.

I Xo 20 Figured table, X. column, after
the oxamples on page 9.

I Now 24-26, 43,

IV Now B-12, 22225, Scale € and G major
with the fingering A.

VI Nes a5,

X N 2582, 120122,
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L Four major and “anor i 0 repeat after
No 9. N° 2548,

i Not 26- uo D, F and B major with fio-
i

x N uo, T, 145 a, b

Degree XII

I Figured table, XIL colimn Sew exam-
ples on page 10.

L Four major and minor scales repeated
after N0 89,

VI No 21, 88, Scales A, £ b, and .1 b major
and fingering .

IX: NO B aud other combinations, N° 146,
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les with fingeriog L.

SERIES IX: NO® 50, 51, 52, give as much sowority to
the marked uotes, NO 147,

Degree XIV.

BERIES [+ " 4-8 (0 repot afiee 1 exampivs o
Flgnmd table, XIV. colomn— See exam-
ples on page 1
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N 9.
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SERI

Nt 6,7, Nos 101, m uu 122 t0 repeat
in the same form.—

Degree XV.
SERIES L No% 7-11 after the examples on page 10,
Figured table, XV. column. — See exam -
peson e .
SERIES I N17. The same mumber in octaves.
SERIES I Nt 8356, Chromatic scales, N
SERIES V. N 35-80. Major sas 3, b 5, a8
wr fingering B
The s saten i ot
SERIES V: Chromatic passages and scales inminor
thirds 1.
SERIES VI No 57 ¢, d; N° 62 o.
SERIES VITL: Now 81- 81,
SERIES IX: No 8. Repeat in the same form No78,78,
83-45. No 15 c.
Degree XVIL
SERIES I Figured ubn. XVL. colom, after examples
on page
SERIES 1 N ia- Same aunber

oetay
SERIES Nov 44, 51, 52. Chromatio seales, X07 a,b.

From the XVIdegree, the student may practise by himself exerc

SERIES

SERIES

SERIES
SERIES

SERIES
SERIES
SERIES
SERIES

SERIES

SERIES
SERIES
SERIES

SERIES
SERIES

SERIES
SERIES
SERIES,

SERIES
SERIES

SERIES

SERIES
SERIES

SERIES
SERIES

after the table page 16,

. e

T

e

v

VI
x

L

w:

v

v

o'e

L

.

v

IX: N
X

I

v

X
x

L

e
vi

X,
X

19

No% 40-29. lajor scales .1, E, A b after
the finge
S e et

Chromatic passages and scales in orta-
ves, 1
No 57 e, f.

N 62 - 63, 79, 80, 149 a, b,

Degree XVIL
Figured table, XVIL. colo
pies on page 1.

N 58, 54. Chromatic scales, No &,
, A8, Major scales B, F§,
D b, after fingering s

— See exam-

Chromatio passages and soales in minor
fourihs, 1V.
NS 9, 10, 108107, 112-119, 139 ¢, d

Degree XVIIL
Figured table, XVIL cofomn.
ples on page 11,

Scales in fourths, N% 9-55. Major scales
in ik s G G, 7 b
hromatic passages and scales in dis
nished fifths, V.

N S8 i22- 120, 180- 12,
Nt 1-1

See. exam-

19 c.

Degree XIX.

Figured table, XIX. colomn._ See exam-
ples on pagge

Scales in fourths, Nos 56-68. Major sciles,
in sixths, in D, A, b.

Chromatic pusagon aud sesles in n-
jor thirds,

Nov 132 m, 150, 154,

NO* 18- 80,

Eb, b

Degree XX.

Figured table, column X and XX,
examples on page

See

Major scales in sixths, in £, 5, D b, G b
Ohromatic passages and scales in mi -
nor sixths, VIL

Nev 138 124, 151- 150,

N' - 17, 81-88.

s in different clefs,
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DIVISION OF THE WORK.

Introduction.

Series 1.

Series II
Series III.

Series IV.
Series V.

Series VI
Series VI
Series VIIL
Series IX.
Series X.

Exercises with fixed hand

Figured table, following by examples, classed by degrees of difficulty
Exercises for the free hand.

Major Scales with their relative harmonious and melodious minor oncs.
Symmetric fingering of scales with table.

Italian and Oriental minor Scales.

Rhythmic Models for the execution of Scales.

Chromatic Scales.

Progressions and Diatonic Scales in Thirds, Fourths and Sixths.

Progressions and Chromatic Scales in Seconds, Thirds, Fourths, Fifths, Sixths.

Rhythmic Models for the execution of Scales and Chromatic Progressions.
Perfect Diminished and Augmented, Chords, without Octave....

Chords of the Diminished Seventh without Octave.

Chords of the Dominant Seventh without Octave.

Perfect Chords, Diminished and Augmented Chord with Octave.

Chords of the Diminished and of the Dominant Seventh, with Octave.
Divers Chords. .
Chords of the Seventh on the sccond degree of the major and minor Scales.

Classification, by Degree of difficulty, of the exercises contained in this work.
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