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FOREWORD

The famous Hungarian composer and pianist
Ferencz (Franz) Liszt (1811-1886) is known, first
of all, as the author of piano music. He created two
piano sonatas, two piano concertos, rhapsodies,
studies, piano transcriptions and plenty of miniatures.
To a lesser extent, his 12 books of the “Technical
Studies” (“Technische Studien”), which were being
created during eleven years (1868—1879), are known
and studied.

Liszt by that time was already a world-famous
composer, an unsurpassed virtuoso pianist and a
mature artist at a peak of his career. Thus, his
“Technical Studies” in many respects sum up all the
pianistic searches of the composer. Indeed, many
technical formulas put down in the exercises, we find
in Liszt’s numerous opuses. Moreover, in the works
of other composers we can meet some pianistic
techniques from the “Technical Studies”. Of course,
not all studies are of a current interest, nevertheless
the use they bring is invaluable.

It should be noted that Liszt, being a disciple of
the famous Carl Czerny, inherited in many respects
the gift of his teacher, who created a large number
of instructive studies and exercises, bringing them
to a new technical and artistic level. Some of them
are like a single piece and represent a sort of
“excursion” to the circle of fourths and fifths and
the chromatic circle.

All piano technique is conditionally divided into
the small (finger) and the large. The first group
includes exercises on scales and arpeggios. The
texture type of these exercises is associated primarily

IMPEINCJIOBUE

3HAMEHUTHI BEHTePCKUN KOMIIO3UTOP W IIMa-
auct @epent Jucr (1811-1886) uspecren, mpesxme
BCero, Kak aBTop oprenmanHoil My3siku. UM co-
37IaHbI IBe (DOpTEeNTMAaHHBIX COHATHI, IBA (OPTEIIH-
AHHBIX KOHIIEPTa, PAICOAUU, 3TN, PopTenuaH-
HBIE TPAHCKPUIIUU U OOJIBINOE KOJIMIECTBO MUHU-
atiop. B MeHbIIIeli crenieH U3BECTHBI W NCCAEIOBAHBI
ero 12 rerpageit « Texumaeckux ympaskaeruit» («Tech-
nische Studien»), KoTopsie cosmaBauCh HA TIPOTH-
smeHun oguuHannatu Jer (1868—-1879).

Jluer & 3TOoMy BpemeHHM yike ObLIT BCEMUPHO W3BECT-
HBIM KOMIIO3UTOPOM, HETIPEB30IIeHHBIM TTNAHUCTOM-BHp-
TY030M W HAXOIWJICS B CTAUHU TBOpYECKou 3penoctu. Ta-
KiM 06pasoM, ero « TexHIIecKye yIpaKHeHUS» BO MHO-
TOM TIOJBITOKUBAIOT BCe THAHUCTUYECKHE WCKAHMUS
kommo3utopa. U feficTBuTeNbHO, MHOTHE TeXHWYECKIIE
(P OPMYJIBI, 3aJI05REHHBIE B YIIPAKHEHUSX, MBI BCTPEUaeM
B MHOTOUYMCIEHHBIX omycax Jlucra. Bonee toro, u B
IPOU3BEJIEHUAX [PYTUX KOMIO3UTOPOB MOJKHO BCTpE-
TUTh HEKOTOPHIE THAHUCTHYECKUe TpueMbl u3 «Tex-
HUYEeCKUX yIpaskHeHui». Honeuno, namexo He Bee yii-
pasKHEHMS MOTYT OBITh AKTYaJbHBIME, TeM He MeHee
TI0JTB3Y OHY IPUHOCAT HEOT[EHUMYIO.

Crnemyer ormeruts, uto Jlmer, Oyqyun yYeHHKOM
sgamenntoro Kapma Uepru, Bo MHOTOM yHAcTIeT0BaJ
JIap CBOETO YUMTEJs, CO3MIABIIIETO OTPOMHOE KOJIMIECTBO
MHCTPYKTUBHBIX 3TIONOB W YIIPAsKHEHWIT 1 BHIBEJ NX HA
HOBBIIT TEXHWUECKWI 11 XYJ0/KeCTBeHHHII ypoBeHb. He-
KOTOpHIe U3 HUX SBJIAIOTCA KaK OBl OTIENBHON Mbhecoi
U TIPEJICTABISAIOT OO0 CBOETO POJid <«IKCKYPCHIO» IO
KBApTO-KBUHTOBOMY M XPOMATHUECKOMY KPYraM TOHAJIb-
HOCTeI.

Bes poprenmanHas TeXHUKA YCIOBHO JEIUTCA HA
MeJKYIo (TaIbIeByio) u KpynHylo. B mepByio rpymnmy
BXOJIAT YIIPAKHEHUs HA TAMMBI 1 aprieisruo. Tum us-
JOMEHUSA ITUX YIPAUKHEHU CBA3AH MPEUMYITECTBEH-
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with the use (as it can be said, “placing it under”) of
the first finger in the ascending passages of the right
hand and in the descending passages of the left. One
should pay a special attention to this feature of the
piano technique. Arpeggio exercises still activate the
action of the first finger (its “guiding” role and
“high” position).

The group of a large technique includes the
exercises beginning from the passages in thirds and
ending up with four-note chords. The texture type of
these exercises is associated primarily with the power
style of pianism, involving the whole arm and the
back muscles in varying degrees.

All problems of piano technique can be defined
as five main categories, which in many respects
echoes the principles of the outstanding pianist and
teacher Alfred Cortot:

1. Evenness, independence and agility of fingers.

2. The placing of a first finger (scales and
arpeggios).

3. Double notes technique.

4. Stretching technique.

9. The hand technique, playing the chords.

The first category includes exercises with
sustained (held) notes that we meet in the first
book, as well as preparatory exercises for scales
consisting of two to five notes in one position in the
second book. The aim of these exercises is to develop
the virtuosity, on which the clavier technique until
the emergence of the Beethoven pianism was based.

In the second book we find the first exercises for
placing the first finger. As it was mentioned above,
all the scales and arpeggio exercises are closely
connected to this technical difficulty.

As for the third category (double notes tech-
nique), the fifth, sixth and seventh books are almost
entirely devoted to it. The double notes technique,
especially the thirds, is like a transition from the
small technique to the large one: the scale-like
movements remain, but the first finger is no longer
placed under, as it is busy playing the lower notes in
the right hand and the upper ones in the left hand. It
is necessary to watch for the ease of the first and
second fingers of the right hand so that they do not
“outweigh” the relatively weak fourth and fifth
fingers in the upper voice. In the left hand, the
support is on the first and second fingers. As for the
third finger, it should move as fast as possible between
the upper and lower notes.

HO cymoTpebiaeHreM (Kak OBl <«IMOJKJIANLIBAHUAEM)
HIePBOTO MAJIBIIA B BOCXOMAIINX ITaCCaKaX IIPABOM PYKI
U B HUCXOJIAMINX JIeBoH. JToil ocobeHHOCTH (DOpTETIN-
AHHON TeXHHUKHU CJIeLyeT YIeInTh 0coboe BHUMAHHe.
YupaHeHUs Ha apIeKUO ellfe 60JIee AKTHBU3UPYIOT
[IeATeIbHOCTH IEPBOTO ITAJTBIA ( eT0 «HAIPABIIAIOIAL»
POJb 1 «BBICOKOE» TIOJIOKEHHE).

B rpynmy KpymnHO# TeXHUKE BXOAAT YIPasKHEHUS
HAYMHASA ¢ TePIOBHIX Maccaskell M 3aKAHYMBASA TETHI-
PeX3BYUHBIME aKKOPAaMiu. THIT H3T0KeHNA ITUX YII-
POKHEHUH CBA3AH MPEUMYIECTBEHHO ¢ CHIOBOM Ma-
Hepoll MaHU3Ma, T7ie B PA3HOI CTeIIeHU PUHUMAIOT
yyacTue BCA PyRa U MBITITITHL CITAHEL.

Bce mpobiembr oprenmanHOll TEXHURU MOKHO
CBECTH K IIATH OCHOBHBIM KaTeTOPHUAM, UTO BO MHO-
TOM MEePeKJINKAeTCA ¢ IPUHITUIAMA BBIIAION[ETOCS
nuanucTa u negarora Aabdpega Hopro:

1. PoBHOCTH, HE3aBHCHMOCTL W HOIBIKHOCTD
HalbIles.

2. lopkaiBaHye EPBOTO MAJTBIA (TAMMBI M ap-
HEJsKIO0).

3. TexHnka qBOMHEIX HOT.

4. TexHUKA pacTAKeHUI.

3. TexHuKa KuCTH, UCIIOTHEHE AKKOPIOB.

K mepBoit kKateropum OTHOCATCA YIPAKHEHUSA C
BBIIEP/KAHHBIMYM HOTaMU, KOTOPBIe MBI BCTpeuaeM B
TepPBOI TeTPaJiM, a TaKKe TTOATOTOBUTENbHEIE YIPasK-
HEeHIA K TaAMMaM OT ABYX JIO IATH HOT Ha OHOI 031~
mun Bo Bropoid terpanu. Lleas stux ympaskHeHmit —
pas3BuUTHE BUPTYO3HOCTH, HA KOTOPOUl OblJIa OCHOBAHA
KJIaBUPHAsA TeXHUKA BILIOTH [0 MOABIEHUSA 0eTX0-
BEHCKOTO ITHaHU3Ma.

Bo BTOpOIi TeTpagy MBI BCTpeuaeM IepBhIe YIPasK-
HeHNA Ha HOAKIagpIBaHIe IepBoro manbia. Kak yka-
3HIBAJIOCH BBIIIE, BCE TAMMO- U apIeIyRI000pasHbIe
YIPa;KHEHUS HeIOCPeCTBEHHO CBABAHEI ¢ JAHHOM TeX-
HWYECKOH TPYIHOCTBIO.

UYro Kacaercs TpeTheil KaTeropun (TeXHUKH IBOII-
HBIX HOT), TO eif IIPAKTUYECKH MOJTHOCTHIO OCBAIIEHBI
IATasA, MecTas n cefbMas Terpafi. TeXHIKa TBORHBIX
HOT, 0CO0HHO TePIHi, ABIATCA KaK OBI IIePeX0oqHOT
OT MEJIKOH TeXHUKH K KPYIHOM: raMM00OpasHble [BH-
JREHUA COXPAHAIOTCS, HO ePBHIH TaJel] ysKe He MOoJl-
KIAJIbIBaeTCs — OH 3aHAT Ha HIDKHUX HOTAX B IIpa-
BOI PyKe W Ha BepXHHX B JeBoil. HeoGxomumo cie-
IUTh 3a JETKOCThI0 NMEePBOTO U BTOPOTO MAalbIeB
B IPaBOil pyKe, 4TOOLI OHM He «IIePeBeCHIN» OTHO-
CUTeNBHO cJiabbie UeTBePTHIE U HATHIE TAJbI[Bl B BEPX-
HeM rojioce. B eBoil ske pyKe omopa MpUXOIUTCSA Ha
HepBHIIl ¥ BTOPOHl maibiibl. UTO KacaeTcsi TPeThEro
HaJIbIIA, TO OH TOJLKEH MaKCUMAJIbHO GLICTPO IepeMe-
MAThCA MEKIY BePXHUMHI U HIGKHAMY HOTAM.
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The technique of stretching between different
fingers of the same hand belongs to the fourth
category. It started to develop only around the end of
the 18th and the beginning of the 19th centuries,
when a modern piano appeared, and the possibilities
of the new instrument prompted a search for a more
harmonious language and more daring virtuosity
than that of a harpsichord and an early piano.

Doing stretching exercises, one should take into
account the hands’ anatomical structure. It must be
remembered that the greatest stretching is between
the first and the second fingers of a pianist’s hands,
and also one should not forget that a hand staying in
a stretching position for a long time becomes stiff.
That’s why, it is extremely important how quickly
and skillfully the hand “assembles” itself before
moving to the next position. One should definitely
avoid the stretching exercises with a quiet hand,
during which the fingers remain tense on the
keyboard.

And, finally, the fifth category — the hand tec-
hnique, which is closely connected with playing the
chords — should be the main in piano technique
after the elementary technical difficulties have been
overcome. In the Liszt’s first book we already en-
counter various chord exercises that are aimed at
gaining the flexibility of the wrist, which role for the
quality of sound and making the right nuances is
invaluably great. It is from the wrist that the nuances
of sound and different kinds of articulation depend.

Asaresult, the question arises: do we need special
technical exercises at all? Maybe it’s better to use
studies and pieces for working out the pianist’s
technique?

Such a statement is hardly appropriate, for one
does not exclude the other. First, what is not ne-
cessary for some pianists, can benefit others.

Second, technical exercises are a great material
for warming up hands, thus being a kind of a pianist’s
“hygiene”.

Third, some technical skills are easier to develop
playing special exercises than playing pieces.

Fourth, the exercises contribute to the technical
strength and psychological confidence of a performer.

Fifth, with the help of exercises, it is easiest to
rationalize the systematic work on developing the
technique.

TexHuka pacTssreHUI MeRTY Pa3ITNIHBIME TTAJTh-
MaM# OFTHOM ¥ TO¥ Ke PYKM OTHOCHUTCS K YeTBEPTOI
KaTeTOpUU W cTala Pa3BUBATHCA TOJHKO K KOHILY
XVIII — navany XIX BeroB, Korfa IOABHIOCH COBPe-
MeHHOe (hopTeIraHo, W KOTia PeCcypchl HOBOTO MHCT-
PyMeHTa TIOOYIMIHN K TTOMCKaM 60Jiee COTHOTO TapMO-
HUYECKOTO A3BIKA 1 00JIee CMEJION BUPTYO3HOCTH, YeM
BUPTYO03HOCTh HA KJIABECUHE W paHHEM (pOpTenuaHo.

Wcnonp3ys ynpaHeHWs HAa pacTsReHUe, Cleryer
YUMTBIBATH (hU3MUecKoe cTpoeHue pyk. Heobxommmo
HOMHUTH, 9T0 camas OOJbINas PACTIKKA Y MHAHUC-
TOB — M@Ky [ePBHIM M BTOPBIM MAJbIIAMH, a TAKKE
He 3a0BIBATH, UTO JIUTEIbHOE HAXOKIEHUE KUCTH
B COCTOSTHUM PACTSKEHUA CIOCOOCTBYET 3a:KATHIO
pygru. [Tosromy upe3BbIdaiiHO BasKHO, HACKOIBKO OBI-
CTPO W JIOBKO KUCTh «COOMpaercs», 4ToObl HepeiTu
B caiemytontyio mosunuio. Cieyer pemmTenbHO m30e-
rath yIpasKHeHUI HA PacTsyReHNe TIPU HeIO[BUKHOM
PYKe, BO BpeMs KOTOPHIX TTAJIbI[Bl OCTAIOTCS HA KIaBHA-
Type HAIPSKEeHHBIMU.

W, HakoHen, mATasg RaTeropus — TeXHWKA KUCTH,
KOTOpast HEMoCPeICTBEHHO CBSA3aHA ¢ UCTIOTHEHNEM aK-
KOpJIOB, — JIOJIKHA 3aHUMATh B (JOPTEIIUAHHON TOXHMU-
Ke BeJylllee MecTo TI0CIe TOTO, KaK yKe IPeoIoJNeHbI
aleMeHTapHbIe TeXHMUECKNe TPYIHOCTH. B epBoii Tet-
panm Jlucra MBI yiRe BCTpeyaeM pasiuvHBIE AKKOPIIO-
BBIe YIPasKHEHNs, KOTOPble HATPABIEHH HA THOKOCTH
3aIIACThA, POJIb KOTOPOTO JIJIA KauecTBA 3BYYaHUS U JI0-
3UPOBKU HIOAHCOB HEOIIEHUMO BenuKa. VIMeHHO oT 3a-
TISICThS 3ABUCAT HIOAHCHI 3BYKOM3BJIEUEHHS 1 CAMBIE Pas-
HOOOPA3HBIE MTPUXN.

B cBA3M ¢ BBIIEN3I0KEHHHIM BO3HUKAET BOTI-
pOC, 8 HYRHBI JIX BOOOIIe CIIeIMAaTbHbIE TEXHIYECKIE
ynpakaenuns? He jydmre jm mcmoap3oBath s BOC-
MUTAHUSA TeXHUKU TTMAHUCTA STIOMBI U TIheCHI?

[Tomo6Has MocTaHOBKA BOTIPOCA BPSAJ| TN YMECTHA,
160 OTHO HUKAK He MCKI09aeT [pyroro. Bo-mepshix,
9T0 He HYKHO /IS OTHUX TNaHNUCTOB, MOKET TPUHECTH
TOJIB3Y IPYTUM.

Bo-Brophix, TeXHUUYECKEE YIIPARHEHUS TIPEJICTaB-
JAI0T 000 BEIMKOIEIHBIN MaTepuaJ AJIsA PasbirPhi-
BAHUA PYK, ABIAACH, TAKUM 00pa3oM, cBOeoOpasHoOi
«TUTHEHOM» MUAHIUCTA.

B-rperbux, HEROTOPHIE TEXHWYIECKIE HABBIKM JIeT-
4e Pa3BUBATh HA CIIEIMATBHBIX YIPAKHEHUAX, YeM
HA IhecaXx.

B-4erBepThiX, YIpasKHEHUS CONEHCTBYIOT TeXHU-
TeCKO BHIIEPIKKE ¥ IICHX0JOTHYECKON YBEPEHHOCTH
MCIIOTHUTEIS.

B-mATHIX, ¢ TTOMOTIBIO YIIpasKHEHWH JieTde BCero
paIMOHATN3NPOBATh CUCTEMATHUECKYI0 PaboTy Haj
pa3BUTHEM TEXHUKH.
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And, finally, the exercises not only help to raise
the technique to a certain level, but also keep it at
this level.

It’s left for us only to mention Liszt’s saying:
“not on the exercises depend the technique, but the
exercises depend on technique.”

I S

The first book of the “Technical Studies”, as it
might be expected, is preparatory in many ways,
and, probably, will not give much pleasure to pianists.
Moreover, doing exercises on sustained notes for a
long time can lead to poor results. To avoid stiffness,
one should always pay attention to the freedom of the
wrist, and, if necessary, make pauses between the
groups.

Exercises for gaining strength and independence
of each finger with a quiet hand are built on a circle
of fourths and fifths to the flat side through a parallel
minor, i.e. the keys are alternating by thirds down-
wards. The basic principle of the exercises is follo-
wing: four notes are sustained — one finger plays,
three notes are sustained — two fingers play, two
notes are sustained — three fingers play, and finally
one note is sustained — four fingers play. The exer-
cises’ texture becomes gradually larger: there appear
thirds and triads, then octaves and chords, and thus
we pass to the three final chord exercises. Since Liszt
does not designate dynamics here, you should study
the chords with a different sound, considering that
the chords on forte are played with a lower wrist, and
on piano with a higher one. The fingers’ movements
are here like a spring, softening the impact of the
hand.

The second book of the “Technical Studies”
consists of four parts and is devoted to preparatory
elements to major and minor scales.

In the first part there’s no underlaying of a first
finger. First there are groups of two notes in sixth
with the use of adjacent fingers: the exercise begins
with alternating first and second fingers in C major
and ends in E minor (by thirds going down) with 4th
and 5th finger. Then Liszt adds one note per position
(up to five notes), building the exercises on a circle
of fourths and fifths to the sharp side through a
major only.

The next part of a book includes exercises on
repetitions, which help developing tenacity of the
fingertips.

W, HaroHer, ynpaykHeHNSA He TOTBKO COJEIHCTBY-
10T IOTHATHIO TeXHUKHU Ha OIPeflelIeHHYIO BEICOTY, HO
U yIepsRUBAIOT ee Ha ATOM YPOBHe.

Ocrasioch TOJBKO YIOMSHYTH KpBIIATHIE CIOBA
Jluera: «He OT ympasKHEHWI 3aBUCUT TeXHWKA, a OT
TeXHUKM — YIPasKHEHU».

* ok ok

IlepBas terpagp «TexHUUeCKUX yHpasKHEHUI»,
KaK ¥ CJIelI0BAJIO OKUJAT, ABJIAETCS BO MHOTOM TIO]T-
TOTOBUTENBHON W BPSAJ JM NOCTABUT GOJNBINOE YIIO-
BOJIbCTBHE MHUaHKUCTaM. Bosiee Toro, uiuTenbHbIe 3a-
HATHS YIPAKHEHUAMA ¢ BHIAEPKAHHBIMI HOTAMU
MOTYT MIPUBECTH K MeUATbHBIM TTocaefcTBAAM. UTOOH
n30emaTh 3aATHSA, CIACAYeT MOCTOAHHO CICTUTH 3a
¢BO0OOJIOI 3amsAcThl W MPU HEOOXONUMOCTH JIeIATh
Tay3bl MEKLY TPYIITAMHU.

YrpakHeHUs IS YKPEIUIeHUS U He3aBUCHMOCTH
OTIETBHBIX MAJTBIEB TP HETOABIKHON PyKe MocTpoe-
HBI TT0 KBAPTO-KBUHTOBOMY KPYTY B GEMOIBHYIO CTOPO-
HY Uepe3 MapaIeqbHbI MUHOP, T. €. TOHAJTHLHOCTH Te-
penytores 1o tepiusaM BHU3. OCHOBHOW TPUHITUIT YII-
PasKHEHWI CJIEMYIONNI: YeThipe HOTHI 3aJieP/KaHbl —
OJIMH TIAJIET] UTPAeT, TPH HOTHI 3a/IePIKAHEI — JIBA TIATb-
T[a UTPAIOT, J{BE HOTHI 3a[[ePyKAHBI — TPH MAJBIIA UTPA-
10T, 1, HAKOHEII, Of{HA HOTA 3a[{ePyKaHa — YeThIpe Tab-
ma urpaior. DakTypa yrupaymHeHnI MOCTeTIeHHO YKPYTI-
HACTCS: IOABJIAIOTCA TEPIAY U TPE3BY UM, 3aTeM OKTABEI
1 AKKOPIBI, 1, TAKIM 06Pa30M, MBI TLIABHO TIEPEXOIIM K
TPEM BaKTIOYUTETLHBIM AKKOPMOBHIM YIIPAKHEHUSIM.
[Mockombry JlucT He yTOUHSET B HUX TUHAMUKY, CIETY-
eT TOYINTh AKKOPIBI PABHBIM 3BYKOM, YUMTHIBAS, UTO
ARKOPIH Ha (DopTe MTpaioTcs Hosee HU3KOM KMUCTHIO, a
Ha IMraHo — 0osee BEICOKOM. [leficTBYA HATIBIEB ABIA-
0TCA KaK OBI PeCCOpOil, CMATHATIONIEH Yiap PYKH.

Bropasa rerpamp «TexHuueckux ympaskHeHUII»
COCTOMT M3 UeTHIPeX YacTeil W MOCBsAIIeHA MOAT0TO-
BUTEJIBHBIM 3JI€MEHTAM K MajKODHBIM M MUHOPHBIM
raMMaM.

B mepBoit wacTy monKIAIBIBAHNE TTEPBOTO MATh-
11a orcyrcrByer. CriepBa cJIefyioT IPYIIIIHI 110 fiBe HOTHI
B CEKCTY ¢ MCIIOJb30BAHNEM COCEJIHUX ITAJIbIeB: Ha-
UMHAETCA YIPAKHEHE ¢ UepPeJIOBAHNS IEPBOTO 1 BTO-
POTO TAJbIEB B [0 MajKOpe W 3aKAHUUBAECTCS B MU
MuHOpe (IO TepIUAM BHM3) 4—) HAIbIlAMH. 3areM
Jluct fobasisier Mo OHOM HOTEe HA MO3UIKIO (J0 TATH
HOT), CTPOSI YIIPA/KHEHNSA 110 KBaPTO-KBHHTOBOMY KpY-
TY B J[N€3HYI0 CTOPOHY TOJIBKO B MQKOPHOM JIajty.

Caenyromas 4acth TeTpajy — yIpPasKHeHUS Ha
pemeTuIny, COMeiiCTBYONIe MEeMKOCTH KOHYMKOB
TTAJIbIIeB.
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In the third part we find an extremely important
exercise, aimed at gaining flexibility of a first finger
by laying it under: five fingers being on the fifth
position, three of them pressing the keys, and the
first finger moving between the two free keys.

And, finally, in the fourth part, which is built on
a circle of fourths and fifths to the sharp side, we
meet for the first time with the underlaying of the
first finger. The formula of this exercise is following:
three scales (one major and two minor) two octaves
long with a stop on strong beats of a measure, and as
a modulation to the key of a V degree, Liszt uses
short arpeggios.

The first two parts of the third book make the
logical continuation of the second — here we have
the scales two octaves long in parallel and contrary
motion with a stop on strong beats of a measure. The
first exercise is built from the sixth, the second one
from the third. The main difference between them is
in the modulation’s direction: the first is built on a
circle of fourths and fifths through the parallel minor
to the flat side, and the second through the same
minor to the sharp side.

The book’s third part consists of exercises for a
rapid change of positions between hands. As in the
second book, Liszt gradually adds one note to the
position (up to five notes), building an exercise on a
circle of fourths and fifths through the parallel minor
to the flat side. The exercise is aimed at the agility of
positions’ moving through the crossing of hands.

The fourth book of the “Technical Studies”
begins with chromatic sequences: first there are
chromatic scales in sixth and third from C in the
right hand in parallel motion (one octave long) and
in contrary motion (two octaves long), then there are
chromatic groups in sixth in two to five notes per
position. The fingering is made up in such a way that
the first finger does not press the black keys. The
chromatic scales are a kind of “indicator” of the
activity of the first finger, which is used in them
more often than in simple scales. Also, one should
see that the other fingers pressed the black keys as
close as possible to their edges.

Then Liszt adds in chromatic scales (in both
hands) one or two notes per every four sixteens.

B Tpetpeil WacTm MBI BCTpeuaeM Upe3BHIYAHHO
BayRHOE YIpasKHeHMe, HallpaBleHHOe Ha THOKOCTDb
MePBOTO MaJbIla MPH HOAKIANBIBAHUN: AT MAJIEB
HAXOAATCA Ha KBUHTOBOW MO3WIMH, TPW M3 HUX Ha-
FRATHI, & IePBHIT TAJIeI] MepeMeIaeTcsa MesRIy AByM
cBOOOMHBIME KJIaBUIIAMI.

W, makoueI, B 4eTBepTOI YacTH, KOTOpPAs CTPO-
UTCA TI0 KBAPTO-KBUHTOBOMY KPYTY B IMEe3HYIO CTO-
POHY, MBI BIIepBHI€ CTATKIBAaeMCsA HETOCPeCTBEeH-
HO ¢ TOAKJIaABIBaHIeM IMepBoTo maabma. Qopmyna
9TOTO yIpaykHeHWA TAKOBA: TPWU 3BYKOpAMA (OAMH
MaJKODHBI ¥ JBA MUHOPHBIX) HA J[Beé OKTaBHI
O0CTAaHOBKOW HA CHIBHBIX J[OJAX TAKTa, a B KaUecTBe
MOIYJIAINHA B IATYIO CTyHeHb JIMCT MCIoMb3yeT Ko-
POTKUE apIeRuo.

[TepBHie iBe gacTH TPeTheH TeTPAH ABIAIOTCA JTO-
THYECKUM IIPOIOJKEHIeM BTOPOIl — TIepej| HaMu TaM-
MBI Ha JIBE OKTABHI B TIPAMOM U PACcXOJATIEMCA IBUKe-
HWUU ¢ OCTAHOBKOW HA CHJBHBIX JlonsxX Takta. [lepsoe
YIIpajKHEHUE CTPOUTCS OT CEKCTHI, BTOPOE — OT Tep-
muu. [IpuHnuIuaIsHOe OTINY e MeMRY HUMU 3aKITI0-
aeTcs B HANPABIGHUN MOMYJIAIUE: TIEPBOE CTPOUTCS
[0 KBapTO-KBHHTOBOMY KPYTY Uepe3 MapallieibHbIi
MITHOP B 6€MOJIbHYIO CTOPOHY, & BTOPOe — Yepes OJ{HO-
MMEHHBII MUHOP B INE3HYI0 CTOPOHY.

Tperbst 4acTh TeTpagym COCTOUT W3 YIPAKHEHUH
Ha OBICTPYIO CMeHY MO3UIMI MesKIy pykamu. Har n
BO BTOPOH TeTpaju, JIucr mocremenHo [o6aBsger mo
OJ[HOW HOTe Ha IMO3UNHUIO (0 MATH HOT), CTPOS YII-
pPaKHEHWE TI0 KBapTO-KBMHTOBOMY KPYTY dYepe3 ma-
paNLTeTbHEI MUHOD B G6EMOJNBHYIO CTOPOHY. ¥ IPasK-
HeHWe HATIPaBJIeHO HA JIOBKOCTH TIepeMeleH s 03K -
Uil Yepe3 CKpeleHne PyK.

Yerpepras wactb «TexHWIeCKUX yIpasKHEHWIT»
HAYMHAETCS C XPOMATHIECKUX TTOCITE0BATETbHOCTEH:
CIlepBa CIEAYIOT XPOMATHYECKHE TaMMBI B CEKCTY
I TePIMIO OT 3BYKAa <«I0» B IIPABOil pyKe B MPAMOM
IIBUKEHUU (HA OJHY OKTABY) U B PACXOJAIEMCS J{BH-
JKeHNN (HAa JIBe OKTABHI), 3aTeM MOSBIAIOTCA XpoMa-
THUeCKHEe TPYIIIBL B CEKCTY OT ABYX [0 HATH HOT Ha
HO3UIMI0. ANMIIMKATYpa moobpaHa TakuM o0pasoM,
4T00bI EePBHIi ITAJIel] He MOTIaiajl Ha YepHbIe KIaBH-
mu. XpoMaTHuecKre TaMMBI ABJISAIOTCA CBOETO POia
«MHIAKATOPOM» IEATEIHHOCTH II€PBOTO MAJbIa, KO-
TOPHII MCIIOAB3YETCS B HIX Yalle, YeM B IPOCTHIX TaM-
max. Tarske He0OXOUMO CJIEUTHL 3a TeM, ITOOLI 0C-
TaJbHBIE TTAJBIE HA YePHBIX KJIABUIIAX PACIOjara-
JMCHh KaK MOKHO OJIMKe K MX KPasM.

3arem Jlucr gobaBisger B XpoMaTHUeCKUe TAMMBbI
(B o0enx pyrax) ONHY WJIW JIBe HOTHI Uepe3 KaimJble
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Thus, the chromatic scale is played either with 1st,
2nd and 3rd fingers (strictly following the “science”),
or with 3rd, 4th and 5th fingers, and here the third
finger in the right hand is used after the fourth and
even fifth fingers. There is a direct association with
the Etude N 2, in A minor, op. 10, by Chopin.

The fourth book ends with the exercise on scales
in contrary motion, built on minor seconds going
up, and as a modulation Liszt uses chords, which
gives some relax for the hands before each next
scale. It is believed that the contrary scales are even
more convenient in some way than the scales in
similar motion, since there is a mirror movement
from the center of the keyboard in different direc-
tions, and the first fingers often coincide when they
are laid under, which can be considered a convenient
thing.

The fifth book of the “Studies” is connected with
the double notes technique. The exercises begin with
a kind of warm-up for a hand on repetitions on thirds
and sixths. Then Liszt goes to the thirds passages.
First, there are double-thirds on a circle of fourths
and fifths through the same minor to the sharp side,
and up to the F-sharp minor they go in parallel
motion, and starting with the C-sharp major in the
contrary one. Then there are groups consisting of
three thirds (in major only), which is connected with
the use of the fifth finger. It is recommended to study
the last exercise with 3rd, 4th and 5th fingers only, to
give them more weight.

The next part makes us familiar with the fourths
technique. First the fourths appear in the right
hand, the left playing a one voice part. Thus, there
are sequences of sixth chords on a circle of fourths
and fifths in major only. Then the hands change
the places and, therefore, cross each other. We
recommend to play the left hand an octave lower
(or the right hand an octave higher) to avoid such a
crossing.

The fifth book ends with exercises on sixths
alike the exercises on thirds on a circle of fourths and
fifths through the same minor to the sharp side.

The sixth book of the “Technical Studies” is
probably the most concise of all. It consists of major
and minor scales in thirds and sixths, which are
built following a traditional key scheme: major —
the same minor — major to the fifth up, etc. The
main difference between the scales in thirds and

veThIpe ImecTHaAaTeie. TakuM 06pa3oM, XpoMaru-
qecKad ramMma wurpaercsa aubo 1-2-3 mampmamu
(cTporo 1O «HayKe»), mub0 3—4—D manpIaMu, MpH-
yeM TPeTUil TaJel] B IpaBoil pyKe NCIOIb3yeTcs 1moc-
Jie YeTBEPTOTO U JlasKke MATOTO majblieB. BosHukaer
IpsAMast accommanus co Bropsim atiofgom [llomena ns
muHOp cou. 10.

JakaHuMBaeTCA UeTBEPTas TETPajlb YIpaKHEHNEM
HA PacXOJAIINecs TaMMbI, KOTOPBIe CTPOATCA TI0 Ma-
JIBIM CEKYHJIAM BBEPX, IPIYeM B KauecTBE MOTYJIAINM
Jluer MCIoNb3yerT aKKOPIBI, YTO ITO3BOJISAET HEMHOTO
0CBOOOIMTL PYKH Tepefi KAKIOM CIeayoInieil raMMoi.
[TpunsTO CcumTaTh, 4TO PACXONAIIMECS TAMMBI JasKe
B 4eM-TO YI0OHEH raMM B TIPSAMOM JIBUKEHWH, TTOCKOIb-
Ky BO3HUKaeT 3epKAJbHOE IBUKEHMe OT IeHTPa Kia-
BUATYPHI B PA3HBIE CTOPOHBI, 1 [IEPBbIE TAIBIIBI 4aCTO
COBIAMIAIOT IIPH HOTKIATBIBAHNH, UTO MOKHO CUUTAThH
¢arTopoM yrobersa.

Ilatas TeTpapp « YrpaskHeHUI» CBA3aHA € TEXHU-
KO IBOTHBIX HOT. HaumHatoTeA ypasHeHns co cBoe-
00pasHOil PA3MUHKYM KUCTH HA PEIeTHUIIMOHHBIE Tep-
MUU U CeKCTh. 3areM JIMCT Tepexomut K TepIoBBIM
naccazkaM. CHavYana MOABMAIOTCA TIAPHbBIE TEPITUH TI0
KBapTO-KBIHTOBOMY KPYTY Uepe3 OTHOMMEHHBIH MU-
HOp B INE3HYI0 CTOPOHY, IpH4eM Jio (a-J[me3 MIHOpa
OHM CJEJYIOT B IPSAMOM JIBHKEHUM, a HAUMHAA C JI0-
JlMe3 MaKopa — B PACXONIAIIEMCS. 3aTeM BO3HUKAIOT
TPYIIIBL 10 TP TePIUHU (TONBKO B MAYKOPE), UTO CBA3A-
HO ¢ MCTI0JTb30BAHIEM TIATOTO TabIa. PerkoMenyercs
TOYYUTH HOCJAeHEe YIPAKHEHNE TONBKO 3—4—5 mash-
mamu, 4To0Bl TPUAATH UM OOMBIIHIT BeC.

Caemyroias yacTh 3BHAKOMUT HAC ¢ KBAPTOBOI TeX-
uukoi. CHavasa KBApTHl MOABJIAIOTCS B IIPABO PyKe,
a JieBasg CTPOMTCS OFHOToJI0cHO. TakuM obpasom, Bo3-
HUKAIOT TOCTEI0BATETbHOCTH CEKCTARKOP/IOB 110 KBAp-
TO-KBUHTOBOMY KPYTY TOJIBKO B MaKOpe. 3aTeM PyKH
MEeHAIOTCA MecTaMu 1, CIefl0BaTeIbHO, epPeKperBa-
torcs. MBI pekoMeHJ[yeM UTpaTh JeBYIO PYKY Ha OKTa-
BY HIKe (WM IIPABYI0 PYKY HA OKTABY BBIIIIE), YTOObI
He BO3HUKAJIO MOJI00HOe TIepeKpeInBaHue.

N sakamumBaerca mATas TETPagbh CEKCTOBHIMU
YIIPa;KHEHUAMY 110 AHAJOTHH C TEPI[OBBIMY 110 KBap-
TO-KBUHTOBOMY KDPYTY Uepe3 OTHOMMEHHHI MUHOP
B [NE3HYIO CTOPOHY.

Ilecras terpagp «TexHUYECKUX YHpPAKHEHUI»,
HoKaMyil, caMas KOMIIAKTHAs M3 BCeX OCTAJIbHBIX.
Omna cocTonT M3 MafKOPHBIX ¥ MUHOPHBIX TAMM B Tep-
IO U CEKCTY, KOTOpPBle CTPOATCS 10 TPAJUIMOHHON
TOHAIBHOM cXeMe: MayKop — OTHOMMEHHBI MUHOD —
MajKop Ha KBUHTY BBepx uT.H. [lpmHimunuanbHoe
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scales in sixth is that in sixths passages Liszt does
not use the 3rd finger, though it is quite possible. In
the thirds passages, the role of the 3rd finger is
significant, since it must move as fast as possible
between the upper and lower notes. One must study
the passages with different articulation: playing the
upper voice legato and the lower one staccato, and
vice versa.

The seventh book of the “Technical Studies” is
one of the largest. It can be divided into ten parts:

1. The passages of sixth chords through the same
minor to the flat side, i.e. by thirds going down.

2. Passages of thirds, sixths and sixth chords
alternating between the hands, following the previous
key scheme. The exercise ends with chromatic pas-
sages from C.

3. Passages beginning from two different minor
thirds, making together a diminished seventh chord,
in parallel and contrary motion.

4. Passages beginning from two same major
thirds (Es — G) — in parallel and contrary motion.

5. Passages of fourths, first in the right hand,
then in the left one.

6. Passages of diminished fifths making a di-
minished seventh chord, with both hands together.
This is, probably, one of the most difficult exercises,
demanding a great stretching between the 2nd and
the 4th fingers. In practice, you can hardly find such
passages.

7. Passages of sixths and thirds simultaneously,
then of sixths only in both hands.

8. A short warm-up of the hand on octave re-
petitions.

9. Scales in octaves following the traditional
octave scheme through the same minor to the sharp
side (to fifth going up), with the 4th and 3rd fingers
on black keys. The octaves are built in such a way,
that there’s a sixth between the first fingers.

10. The same octave passages, only with the
third in-between, which alternates between the 4th
and 2nd fingers.

The eighth book, as well as the previous one, the
seventh, is distinguished by a lot of various exercises
on large technique. It can be divided into three groups:
1. Broken octaves. 2. Chords. 3. Shakes in double
notes and tremolo.

OTIIMUTe MeKITY TaMMaMU B TEPIIAIO W CEKCTY 3aKJII0-
qaeTcs B TOM, UTO B CEKCTOBHIX maccaskax Jluer He
UCIONb3YeT TPETUH IIajiel], XOTs Ha TPaKTUKE 3TO
BIIOJIHE BO3MOKHO. B TepIOBHIX iKe maccaskax poib
TPeTheTo TMATbIa 3HAUNTENbHA, OCKOIBKY OH JOJ-
JReH MAKCUMAIBHO OBICTPO ITEPEMETITAThC MEKITY Bep-
XHUMU 1 HWRHEME HOoTamu. Ciefryer ToyYuTh macca-
RV PA3HBIM MITPUXOM: BEPXHUII TOJIOC — JIETATO, HUK-
HUIl — CTAKKATO U HA0060POT.

Cembmas TeTpanb «TeXHUUECKUX YIPAKHEHUN»,
HATIPOTHB, OJ[HA U3 cAMBIX 00beMHbIX. Ee MosHO pas-
JleJINTH Ha JIeCATH JacTeil:

1. IMaccamu ceKCTaKROPIAMYU Uepes3 Mapaiiesb-
HBIl MUTHOP B 6E6MOJILHYIO CTOPOHY, T. €. TI0 TePIUAM
BHU3.

2. Ilaccasku ¢ 1epeoBaHIeM TePIUIL, CEKCT U COK-
CTAKKOPIOB MEKIIY PYKaMHU II0 TIPeBIIYIIeil TOHAIb-
HOIl cXeMe. 3aKAHUMBACTCSA YIPAKHEHUE XPOMATH-
YeCKUMU MACCAKAMHU OT 3BYKA «J[0».

3. Iaccasku ot [BYX pasHBIX MaJBIX TePIHUii, 06-
Pa3yIoIuX YMeHBITEHHHN CeNTaKKOp, B HPAMOM
U PaCXOAIEMCS [BIKEHUAX.

4. Tlaccasku oT [BYX OMHAKOBBIX GOJBIINX Tep-
muil (Mu-6eMOJIb — COJb) B IPAMOM M PACXOMIAIIEM-
A IBUIREHUSAX.

d. Tlaccasu KBapramu, cHauasia B IIPABOMl PYKe,
3aTeM B JIeBOI.

6. [Taccau TpuToHAMU, 0OPA3YIOIIUMHI YMEHB-
MIEHHBIH CeNTaKKOP/l, O[HOBPEMEHHO B IBYX pYyKax.
[Toskamyit, 370 OHO M3 CAMBIX TPYIHBIX YIpaskHe-
HUH, Tpedyioiee GOMBINON PACTAKKE MERTY BTOPHIM
W YeTBEPTHIM TajibiamMu. Ha parTuke efpa jam MOK-
HO BCTPETHUTH MOTO0HBIE TACCAMKM.

7. Ilaccasku cexcTaMu U TePIUAMEI OJHOBPEMEH-
HO, 3aTeM TOJBKO CEKCTH B 00€MX PYKax.

8. KopoTkas pasmMWHKA KMCTH HA PENETHIHOH-
HBIX OKTaBaXx.

9. TaMMBI B OKTaBY 110 TPUBHIYHON TOHATBHOM CXe-
Me Uepe3 OHOUMEHHBIH MUHOD B J[ME3HYIO CTOPOHY
(Ha KBUHTY BBEpX) C UCIIONb30BAHMEM YETBEPTOTO M
TPETHETO HAJBIEB HA YePHBIX KiIaBuiax. OKTaBsI CTPO-
ATCA B MHTEPBAJIE CEKCTHI MEKILY TTePBHIMHE TTATBIIAMH.

10. Takue ske OKTABHBIE TACCAKH C TEPITHEH BHYT-
PH, KOTOpAst YePeyeTcs MesKILy YeTBEPTHIM 1 BTOPBIM
HaJbI[AMH.

Bocsmas Terpagp Tak ke, RaK M TPeJBITYIIAf,
cefibMas, OTANYaeTcs HOTBIINM KOJMIECTBOM PABHO-
00pasHBIX YIIPAKHEHNIT HA KPYITHYIO TeXHUKY. Ee Mosk-
HO pasmenuth Ha Tpu rpynme: 1. JloManbie oKTaBBI
2. Axropasr 3. Tpenn ABOMHKIMI HOTAMHU ¥ TPEMOJIO.
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The first group begins, in fact, with a repeat of
the parts 8-9 from the previous book, but this time
Liszt passes to broken octaves. The key scheme and
an interval between the first fingers is the same.
Gradually the texture becomes more complicated:
starting with E major inside the octave there appears
the third, which is played with the 1st and 2nd
fingers; after the F-sharp major instead the third
there is the sixth, and finally, starting with E-flat
major the third returns, but this time it is played
with 3-5 or 2-4 (on black keys) fingers. The exercise
ends with chromatic broken octaves.

The next octave exercise is very characteristic
for Liszt — these are octaves alternating between the
hands, built through the parallel minor by the thirds
down. One should study this exercise with the first
fingers only, while the palms should remain open (as
if the fifth fingers were also playing). Again, the
exercise ends with chromatic octaves.

The next group consists of sequences of four-
note chords, the main thing in which is absolute
simultaneity of sounding and involving the entire
hand into the play. First there are diminished seventh
chords, then there appear the chords of fourth-third
structure in scale one octave long, built through the
parallel minor by thirds down. The exercise ends
with chords repetitions on the main degrees of the
key in chromatic sequence.

And, finally, the last group consists of exercises
on shakes in double notes and tremolo. There is no
any key scheme here. The main thing in these
exercises is the rotational movement of the hand on
shakes in double notes and a side movement in the
tremolo.

The ninth book of the “Studies” is devoted to
such kinds of piano technique as repetitions, tremolo
and long arpeggios.

The repetitions exercises, built on diminished
seventh chords, follow the rule of the sustained
notes from the first book. First the repetitions
are played with one finger and four sustained
notes, then — with intervals and three sustained
fingers, then — with triads and two sustained
notes, and finally with four-note chords and
sustained fifth or first fingers. All exercises are
played in octave positions, demanding the con-
stant stretching of fingers. In this regard, it is

ITepBas rpynna HauMHAETCA, O CYTH JleJIa, ¢ TI0-
BTOpa 4acTell 8—9 m3 mpebIyIeil TeTpajgu, TOIAbKO
Ha ceil pa3 Jlmcr mepexout K JOMAaHBIM OKTaBaM.
TonanbHas cxeMa 1 HHTEPBAJT MEKY TIEPBBIMU HaJlb-
mamu cosmagaior. [locrenenno akrypa ycaomuser-
A HAYMHAS ¢ MU MayKOpa BHYTPH OKTABHI TIOSABIIAET-
s TeprusA, Kotopas urpaercs 1-2 mambiamu; mocie
(a-mres MaKopa TepIUsa MeHseTCs Ha CeKCTY, U, Ha-
KOHeIT[, ¢ MOABIEHHEeM MU-0eMOIb MayKkopa Teprus
BO3BpAIaeTCs, HO Teleph OHA MPUMEHeTCA Ha 3—9
i 2—4 (Ha YepHBIX KIABHUIIAX) TMATbIAX. SaKaHIM-
BAeTCA YIPa;KHEHNE XPOMATHYECKUMHU JIOMAHBIMU OK-
TaBaMU.

Cremytoiiee OKTaBHOE YIpasKHEHHe BeChMa Xa-
pakrepHo mis Jlucra — 310 Yepepylommecs MexITy
PYRaMU OKTaBHI, KOTOPEIE CTPOATCS Yepe3 Hapasiielb-
HBI MEHOD 110 TepruaM BHu3. Ciegyer moyuuTsh 310
YIPasKHEHNE TOJBKO MePBRIMU HAJNBIIAMHE, P HTOM
JaJ[OHb JIOMYKHA OCTABATHCS PACKPHITOH (Kak Oyaro
HATHI ATl TO3KE UTPAeT). SAKAHYMBAETCS YIIPaK-
HeHUe OTIATH jKe XPOMATHIECKIMHU OKTaBAMHU.

Caemytomias rpynna cOCTOUT U3 MOCIE[OBATEIh-
HOCTeHl 1eTHIPeX3BYUHBIX aKKOPMIOB, TJIABHOE B KOTO-
PHIX — MOJNHeNIas OIHOBPEMEHHOCTh 3BYYaHUSA U
BRJIIOYeHNe B UTPy Bcell pyku. CHavama ciegyior
YMeHBITIEHHBIE CENITAKKOP/IBI, 3aTeM TTOSABIAIOTCS aK-
KOPJIBI KBAPTO-TEPI[OBOTO CTPOEHNUS B BUJIe TAMMBI HA
OJIHY OKTaBY, KOTOpbHIe CTPOATCA Uepe3 Hapaliielb-
HBIl MUHOP 110 TepiuaM BHu3. U 3akanuuBaercs yu-
PaKHEHHEe PeIeTUIIMOHHBIMU AKKOPIAMHU IO TIaB-
HBIM CTYTIeHAM TOHAJILHOCTH B XPOMaTHUeCKOH Toc-
JeJ[0BaTeIbHOCTH.

W, makoHer, 3armiouyuTeNbHAS TPYNHA COCTOUT
U3 yIpaskHeHU Ha TPeau NBONHHIMEU HOTAMU U Tpe-
mono. Kakasg-nmubo ToHambHAasg cxeMa 3JIeCh OTCYT-
crByer. [1aBHOE B 9THX YIPaKHEHUAX — BPaAIIaTeb-
HOe JIBIKeHVe KUCTY B TPEJNAX ABOWHBIMA HOTAMU W
0OKOBOE IBUKEHUE — B TPEMOJIO.

JleBsaTas yacTh «YmpakHeHUi» MOCBAIIEHA Ta-
KUM BujaM (OpTeNMAHHON TeXHWKM, KaK pereTu-
I[UH, TPEMOJIO U ITMHHBIE apIesKIo.

YupakHeHNS HA PEMEeTUINH, CTPOAMMECH IO
YMeHbIIeHHBIM CeITaKKOPHAM, CIeyIOT 110 IPUHITN-
Iy BHIJ[eP;KAHHBIX HOT U3 TepBoil Terpagu. CHavama
PemeTHINN UTPAIOTCSA OJHUM TTATbIleM IPH YeTHIpex
3afiep/RAaHHBIX HOTAX, 3aTeM — MHTePBATIAMU ITPY TPeX
3aJlepsKaHHBIX IAJbIAX, fajee — TPe3ByYUsAMU LIpU
[BYX 3aiepsKaHHBIX U, HAKOHeI[, YeTHIPeX3BYUHBIMU
aKKOpHAMU IIPU 3a/ep:KaHHBIX IATHIX WIH IepBBIX
nanxplax. Bce ynmpaskHeHWs WTpATCA B OKTABHOM
HO3UIMHU, YTO TPEOYeT MOCTOSHHON PACTSKKU Hallb-
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necessary to strive for an extreme flexibility and
freedom of a hand, which prevents its quick
stiffening.

The tremolo exercises are also getting more
complicated with the sustained notes: first three notes
are sustained, then two, while the tremolo is played
in double notes. And finally the fifth fingers are
sustained (tremolo is played in triad).

The book ends with a long exercise on long
arpeggios, built with modulation in a chromatic
sequence. Each key group consists of eight ar-
peggios: three in major (triad, sixth chord and
six-four chord), the same in minor (in the reverse
order to the key-tone), diminished seventh chord
and five-six chord modulating in the next key to
minor second up. The main difficulty of the exer-
cise — the placing of the first finger under — is
complicated by the fact that Liszt uses it (and also
the fifth finger) on black keys, which is quite rare
in the piano literature. Therefore, we advise pia-
nists to play this exercise with more familiar and
convenient fingering.

The tenth book of the “Technical Studies”
consists of four sequences of broken arpeggios, built
with modulation chromatically upwards through
the following key harmonic scheme: major — the
same minor — diminished seventh chord — five-
six chord modulating to the next key to minor
second up.

The structure of these broken arpeggios is
completely different from those that are being played
by pupils at children’s music schools and so on.
According to the generally accepted tradition, each
interval is repeated twice in a new position. In Liszt’s
book there are no such repeats, that’s why it’s possible
to play broken arpeggios in a wider position (this is
indicated by the second version of fingering).

The second group of arpeggios, unlike the first
one, is built in triplets with a stop on the bass in the
left hand, which seems to “catch up” with the right,
forming a kind of canon two sixteenths late.

The third group of arpeggios is a version of the
first in interval inversion (the fifth changes to the
fourth, and the sixth to the third), and the fourth
group is a version of the second.

neB. B cBAsu ¢ atuM HeobXomMo o0MBaTHCA Ipe-
eTbHOT THOKOCTH 1 CBOOOABI KUCTH, 9TO TIPOTHBO-
fieiicTByeT OBICTPOMY 3a3KATHIO PYKH.

YTpaskHeHWA HA TPEMOJO TaKKe YCAORHAIOT-
¢A BBIJIEPKAHHBIME HOTAMM: CHAUAJTA 3aJIepP/KUBA-
I0TCSA TPU HOTHI, 3aTe€M — J[Be, TIPH HTOM TPEMOJIO
urpaercs ¢ ABoHHEIME HoTaMu. V], HakoHem, 3ayiep-
JRUBATOTCS TATHIE TTATBIE (TPEMOJIO UTPAETCA C Tpe-
3BYUHEM).

3aKaHIMBAETCSA TTPATh TPOOIKATETBHBIM YII-
paKHeHMEeM Ha JIIMHHbLIE apPTIeIKN0, KOTOPhIe CTPO-
ATCA ¢ MOTYNANMEH B XPOMATHYECKOH ITI0OCTe0BA-
TexpHOCTH. Hakmas ToHanbHas IPyIIA COCTOUT M3
BOCHMI apIeJiKN0: TPU B MasKOpe (Tpe3Bydme, CeK-
CTAKKODJ ¥ KBaPTCEKCTAKKOPJ), TO Ke caMoe B MH-
HOpe (B 0OpaTHOil MOCJTe0BATEIBHOCTH K OCHOBHO-
MY TOHY), YMeHbITIEHHBIH CENTaKKOP] 1 MOJ[Y TN PYIO-
IUH KBUHTCEKCTAKROP] B CIAETYOITYI0 TOHATHHOCT
Ha MalIylo CeKyHAy BBepX. I'aBHasg TpygHOCTH yII-
PaKHEHNA — IOKIa/(BIBaHNe IIePBOTO HaIbIa — yC-
JORHsAETCSA TeM, 4T0 JIMCT BOBCIO HCIIOMB3YeT ero
(a TaKKe TMATHIN MAJeI]) HA YePHBIX KJIABUINAX, YTO
IOCTATOYHO PETKO BCTpeUaeTcs B POPTEMMAHHOMN JIH-
teparype. [loaTomy coBeTyeM muaHmcTaM UTpatTh 3TO
yunpaskHeHne (osiee TPUBHIYHON 7 yOOHON ammmim-
KaTypoil.

Hecaras terpamp «TexHWYeCKUX YIparKHEHUII»
COCTOMT U3 UeThIPeX MOCIEN0BATEILHOCTEN JOMAHBIX
ApTIENKMO, KOTOPHIE CTPOSATCA ¢ MOTYJIAIMEH M0 Xpo-
MaTH3MaM BBEepX IO CJIeyoIneil TOHAThHO-TAPMOHN-
YeCKOl CcXeMe: MaskOp — OJHOWMEHHBIH MUHOD —
YMEeHbBIEHHBIN CETITAKKOPH, — MOIYJIUPYIONTHIT KBUHT-
CEKCTAKKOP/ K CIeNYIOIIell TOHATLHOCTH HA MAIYIo
CEKYH/TY BBEpX.

Crpoenue 3THX JIOMaHBIX apPIEIKAO TPUHITAIIH-
AMBHO OTIAWYAETCA OT TeX, KOTOPHIe MPUHATO WIPATh
maynnas ¢ [AMII. Cornacuo obmenpuuATOl Tpagu-
MUY, KRB MHTEPBAJ TIOBTOPSETCS ABAKIBI HA HO-
BOII TO3UIUN. 3IECh 3Ke TAKUX TOBTOPOB HET, B CBA3H
¢ YeM TIOSIBIIAETCS BOBMOMKHOCTh UTPATh IOMAHBIE ap-
TeKI0 Ha GoJiee MIPOKOT TTO3UITUA (HA 3TO YKA3HI-
BaeT BTOPOil BAPWAHT aNILINKATYPHI).

Bropas rpymnma apuep;xuo, B OTJIMYNE OT TI€PBO,
CTPOUTCA TPHOJSAMU C OCTAHOBKOIN Ha 0acy B JeBOH
PYKe, KoTopas Kak OBl «TOTOHSIET» IPaByio, 00pasys
CBOETO poJia KAHOH C OTCTABAHMEM Ha J[Be IIeCTHAJ-
marhie.

Tperbs rpynmna apuekuo ABIAETCA BAPHAHTOM
TepBoil B MHTEPBATLHOM 00patieHnn (KBUHTA MEHs-
eTcs Ha KBapTy, a CeKCTa — Ha TepIUI0), a YeTBepTas
TpyIilia — BapuaHTOM BTOPOIL.
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The eleventh book of the “Technical Studies”
consists of two groups of arpeggios in double notes,
which, like in the previous book, are built with
modulation through a five-six chord chromatically
upwards. At first they are presented mainly in thirds
(with one fourth), then in sixths (with one fifth). It
is necessary to watch for the ease of the first and
second fingers in the right hand so that they do not
“outweigh” the relatively weak fourth and fifth
fingers, which, on the contrary, should be extremely
light on the bass notes. Playing the passages of
thirds, one must always pick up the first finger at a
time when it does not play to prevent the stiffening of
the hand. When playing the passages in sixths, on
the contrary, the stretching between the fingers is
much wider, so only an absolute freedom of the whole
hand can make the exercise effective.

The final book of the “Technical Studies”
consists entirely of octave and chord passages follo-
wing the already familiar tonal harmonic scheme
chromatically upward through the modulating five-
six chord.

In the seventh book, we already met with scales
in octave. This time Liszt is building octave passages
on the main degrees of the key, i.e. it turns out a kind
of arpeggio in an octave position, which should be
played with the obligatory dome-shaped position of
the hand.

The meaning of the chord exercises becomes a
little bit different: each chord is executed with a
separated movement (thereby releasing the tension),
the tempo slows down and it is possible to use the
pedal for a greater fusion of sound.

And, finally, in the last exercise, Liszt returns to
the octaves, which are also built on the main degrees
of the key, with a gradual increase of the interval to
the octave. The passages of diminished seventh chord
go upwards only, and passages of five-six chords
only downwards.

Anton Alexandrovich BOLDYREYV,
Assistant Professor

at the St. Petersburg N. A. Rimsky-Korsakov
State Conservatory

Onunnagnaras rerpafb « TeXHIYCKHX YIIpasKHe-
HUIT» COCTOMT M3 [[BYX TPYII apIeKUO [BOHHHIMU
HOTAMH, KOTOPHIE, KaK ¥ B MPEBIAYIIeH TeTpajiu, CTpo-
ATCA ¢ MOTYJIAIMeN Yepes KBUHTCEKCTAKKOP] TI0 XPO-
Matu3MaM BBepxX. CHavaia OHUM M3JIATAIOTCA TIPEeUMY-
IECTBEHHO TEPIUAMU (C OIHON KBApTOli), 3aTeM —
cexcramu (¢ oHoil KBuHTOM ). HeoOxommmo cienuts 3a
JETKOCTHIO TIEPBOTO M BTOPOTO MAJBIIER B IPABOIT pyKe,
9T06BI OHU He <«MEePeBECHINy OTHOCUTENBHO CIabbie
YeTBEPTHIE U TIATHIE TTATBITH, KOTOPHIe, HA060POT, OIK-
HbI OBITH TIPEJIETbHO JIeTKUME B 6acoBRIX HOTaX. B Tep-
MOBBEIX TIACCAKAX HEOOXOAMMO TOCTOSTHHO COOMpAaTh
TIePBHIl TTaJel BTOT MOMEHT, KOT[a OH He WTPaer,
4T06HI TPOTHBO/IEICTBOBATD 3A/KATHIO PYRH. B cercro-
BBIX ke TTAacCayKkax, HATIPOTUB, PACTAKKA MEFKITY Malh-
MaM7 HAMHOTO TITHPe, T0ITOMY JIHIITh TTPEeIeTbHAS CBO-
6ora Bcelt pyku coco6cTBYeT 3hheRTHBHOCTH YITPasK-
HeHHS.

JakmounrteabHas TeTpagb « TeXHUYECKUX yIpasK-
HEHU» MeITUKOM ¥ TI0JTHOCTHI0 COCTOUT M3 OKTaBHBIX
U AaKKOPJIOBHIX TTaccakell 1o yske MPUBEIYHON TOHAb-
HO-TADMOHMYECKOH cXeMe 10 XpOMaTW3MaM BBEpX
qepe3 MOy INPYIOIIH KBUHTCERCTAKROPI.

B cempMoit TeTpajii MBI yiKe BCTpEUAIHCh ¢ TaMMa-
mu B okraBy. Ha ceii pa3 JIucr crpout okraBHEIE Macca-
R 110 TIIABHBIM CTYII€HSIM TOHAJTBHOCTH, T.6. TI0TyYaeT-
s CBOETO POJIA aPIEJ;KUO B OKTABHOW MO3UIUHU, KOTO-
Phle CTeIyeT UrpaTh IIPH 00A3aTeIbHOM KYII0T000pa3sHOM
TIOJIOsKEHIH KACTH.

CyTh aKKODPAIOBHIX YIPAKHEHUH HECKOIBKO MEHS-
eTCA: RURMIBIN aRKODJT M3BIEKAETCS OTeIbHBIM J[BUKE-
HUeM (TeM CaMbiM CHUMAeTCs HATPsIKeHMe), TeMIT 3a-
MeJJISeTCA U BO3MOMKHO WCIIONb30BAHME TeNaiu JIJis
OOJIBITIN CITUTHOCTY 3BYYAHMUS.

W, naroHer, B 3aKIOUNTENLHOM YIPaKHEHUN
Jluer BozBparmaeTcsa K OKTaBaM, KOTOPhIe CTPOATCSA
TaKsKe 10 TJIABHBIM CTYIeHAM TOHAJIBHOCTH C TI0CTe-
MEeHHBIM yBeJIWYeHNEeM WHTePBAja CKauKa 0 OKTa-
BHL. [laccamu mo yMeHbIIEHHOMY CemTakKOpHy cie-
IYIOT TOJBKO B BOCXONAIIEM JBUKEHUHU, & MACCAIKU
0 KBUHTCEKCTAKKOPAY — TOJHKO B HUCXOAI[EM.

Anmon Anekcandposuy BOJJ[BIPEB
doyenm Canrm-Ilemepbypeckoil

eocydapcmeennoll KoHcepsamopuy
um. H. A. Puncrozo-Kopcarosa
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Book 1

Exercises for gaining
strength and independence
of each individual finger

with quiet hand. Chord studies

Tempadsv 1

YupaskHeHUA JJIs YKPeIrJIeHUus
M HE3aBHCHMOCTH OTHEJbHBIX
MAJbIEB IMPU HEMOABUKHOM
pyKe. AKKOpIOBbI€ YIPasKHEHU I

A 7 p— =1 p— L — —
R T i B
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— f 3 3 dimi »p dimin
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*) The held notes must be in every instance only be struck once.
*) BeigepsKaHHbIe HOTHI CJIEAyeT HAKUMATh TOJBKO OTUH Pas.
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