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Stephen Heller

Stephen Heller was borm in Budapest, Hungary on May 151813 and died in Paris, France on January
14, 1888, He studied in Vienna with Cari Czemy and Anton Halm who introduced Heller to Besthoven and
Schubert In 1828 Heller began a concert tour of Austria, Poland and Germany but had to give it up because
of exhaustion, Ile stopped in Augsburg and remained there for gight years (1830-38). During this tima Heller
studied composition with Hippolyte Chelard, a French musician then living in Augsburg . In 1838 Hellar bagan
his long correspondence with Robert Schumann who assisted Heller in finding his first publisher. Schumann
always championed Heller and in 1836 engaged Heller to become a regular cantributor to Schumann's jaurnal,
Although Heller and Schumann never met, a special relationship developed between them through their
carrespondence, and Heller always thought of Schumann as his spirited brother. Heller's pseudonym
"Jeangurit" {Jean with humaor) showed his great admiration for lean Paul (J P F. Richtar},

In 1838 Heller moved to Paris where he became fnends of Berlioz, Chopin, and Liszt, He was very
successful as a planist and some critics felt he was even supenor to Chopin, Heller began to compose piang
pieces somewhal related to Schumann's character pieces, dances and studies  These plana works became
very popular

In 1849 and 1862 Heller visited London with gréat success. A nervous condition finally forced him to
retira from public performance He remained in Paris the rest of his life.

Heller compesed numercus groups {158 opus numbers) consisting of several hundrad piano pieces.
His pianc etudes, that dealt with various technical problems, ware mstrumantal in establishing his reputation
35 a composer  These pieces and others clearly show that Heller was superb at motivie transformation and
metrical ambiguity. H, E, Krehbiehl descnbes the essential character of Heller's etudes and why they are
successful with students “His studies are less for the fingers than forthe neart and mind. They inculcate music
in its ethereal ezsence ralher than its mechanica! manifestations.™

Although the main objective of Heller's studes is to cullivate musical taste and expression in the
student, he also achieves specific geoals of pianistic development (hand and arm alignment, muscular
coordination, and other facets of manual skills) in the ingenious manner in which the studies are written *

The Heffer Coflsction presents a selection of 34 piano efudes that are beautifully constructed,
refreshing and rewarding to play, with much vanety in the personality of these pieces  The pleces are graded
in order of difficulty, beginning with Part | which contains easier selections that are appropnate for early to mid-
Intermediate students. Part || is for the late-intermediate. Any of the works in this collection would make an
exciting and colorful addition to a recital. They also provide excellent sight-reading material for the more
advanced pianisl

The sources for this collection include the foilowing publications by Heller

Twenty Five Etudes. Cp. 45 Unwersal Edition 5820

Thirty Etudes, Op. 46 Universal Edition 5921

Twenty Five Eludes, Op 47 Universal Edition 5822

Twenty Four Etudes for the Young, Op 125 Universal Edition 1695

Henry E Krehbiel, The Planoforte and s Muogic  New York: Charaes Scribner's Song, 1911, g 224,
‘Ronald E Boath’ Jr . "The Life and Music of Stephen Heller,” Unpublshed dizgortation, Universtty of lowa. 1668




Introductions by
Maurice Hinson

Part | Early to Mid-Intermediate Level

1. Allegro vivace, Op. 125, No. 3

Thislithe "Solder's March” has much to recommend it a study
devoted to duplets and triplets, decisive rhythms, melody
transfer between the hands, etc. Be sure the sixteenth notes
In measures 1, 5, 11, 21, 25 39 and 43 are played as
sixteenths, not like the third parl of a triplel. To play them ke
Ihe third part of a triplet will be a temptation because of all the
triplet usage in the piece. Play the left hand C in measure 10
stronger than the right hand chord, to show the end of the left
hand melodic line Observe carefully the accents in measures
15-16, the crescendo In measures 17-18 arrives at measure
20, with the lefl hand [ stranger than the right hand chord
Measures 27-38 present the melody transferred between
hands: F ED DC B B A G-sharp G-sharp: The second and
third parts of the triplets in measures 27-28, 31-33 and 35-37
are accompaniment and should be played quieter than the first
note of the triplet, which (s the melody  Be sure the triplats and
duplets are played exactly in time  Arrive al a strong ff at
measure 39 and drop back to f {measure 41) and p (measure
43). The loudest parl of measures 51-54 should be the first C
in measure 54 The ffin measure 57 should come as a big
surprise tothe audience, Be sure and give full time value tothe
restin measure 58. Hold the mood through this final measure
and keep he hands close to the keys until the piece has ended,

2. Allegro, Op. 125, No. |
The Twenty Four Etudes for the Young, Op 125 were com-
posed to help young pianists develop facility m expression and
riythm. Heller's introductory words to Opus 125 are:
“The purpose of these new eludes is to bring the young
aspiring musicians closer to music of our ime, ang to
convey as simply and easily as possible the pianistic
technigue, harmony, rhythm and expressivo character
of Mendelssohn, Schumann, myself, and others. Al
music is difficult. including the so-called easy works.
One must do everything possible to help the student,
because music is enormously complicated. despite the
wonderful systems of instruction prasently inexistence
which permit only a fortunate few to gan access 1o her
(music's) secrets.”
Op. 125, No. 1 requires careful counting and & steady tempa
Measures 1-2 include a staccato guarier note, a quarier rest
a half note tied to a quarter, followed by three stzccsto
quarters. Donotrush through the restand be sure the half note
tied to the quarter note gets its full time value. Measures 4-8
require careful voicing of the top melody note over the accom-
panying triplets. The left hand must sing the cello-like melody
in measures 19-20 and 23-24. Measure 28 should armive gt a
good mfwith a sudden drop back to p in measure 30 Be sure

the pedal is held through measures 31-34 (through the first
beat) followed by four staccato quarters without pedal, then
two staccato quarters each pedaled. Measures 34-36 should
be the guietast part of tha piece

3. Allegretto con moto, Op. 47, No. 3

Quick-changing touches (sfaccato then legafo) plus clever
use of accents add much interest to this study, Notice the
accents in the left hand at measures 12 and 14 are stronger
than thase in the right hand  All of measures 15-16 are the
strongest accents to that point (nnf). Let each crescendo in
measures 27-30 get stronger so you can arrive at a brilliant
rinforzanda in measures 30-32  Observe the long pedal at
measuras 3547 this effect provides a scintillating sonarity,
Measures 4748 should be dry, without pedal, very soft and
withoul ritard

4. Assal moderato, Op. 46, No. 22

Flay the small note {acciaccatura) in measures 5, 9,13, 17-18,
25 and 26 slightly beforerthe beal. Keap the mealody (lop line)
voiced stronger than the rest of the chords in measures 2-4
andg similar places, Inmeasure 18, the left hand part imitates
the right hand part (a fifth lower) from measure 17 A duet
between the top and lower voices begins in measure 18—this
continues in measures 18-20 This procedure is rapeated in
measures 25-28  Be sure and observe the accented chords
of beat 2 in measures 7, 23 and 31.

5. Adagio, Op. 47, No. 15

This beautiful piece is reminiscent of the first movemeant of
Beethoven's "Moanlight Sonata,” Op. 27, No. 2. Adagio tells
us this pieceis ta ba played "at ease” and the maetronome mark
indicates a fairly slow tempa. The nght hand tnplet accompa-
niment (measures 1-8) should be as legato as you can play it
and one dynamic level softer that the left hand melody
Reverse the dynamic levels when the night hand has the
metody (measure 8, beat 3 forward through measure 12). The
left hand takes over the melady again at measure 13 (beat 3
forward through measure 25). From measure 26 to the end.
the righi hand has the melody. In measures1,5,9, 13,15, 17-
18, 21, 23-27 be sure the eighth note played against the triplet
falls exactly between the second and third parts of the triplet,
Heller uses the terms espressivo and moffo espressivo to
indicate mood and & certain ameunt of rhythmic flexibility,
These are followed by "3 tempe” at measure 28 to the end,
Take encughtime atmeasure 17 toinsure the left hand meledy
5 will be heard above the nght hand G {same note) accompa
riment. This pieceis one of the most beautiful and effectivein
all of Heller's piano works

6. Allegretto, Op. 47, No. |

The suptitie for Op. 47 1s "For improving the sense of rhythm
and expression ” Heller's preface to Op 47 s as follows
A great number of studies for the piano already exist
solely intended to form the mechanism ofthe fingers. In




writing a series of short characteristic pieces, | have
aimed al & lotally different objgct | wish 1o help both
students and amateurs to perform 2 piece with the
expression, grace, elegance, orenergy required by the
special character of the composition Maore particularly
[ have tried to awaken in them a feeling for Musical
Rhylhm and a desire for the mest and complele inter-
pretation of the author's intentions. In order that my
object may be better attained, | ask teachers 1o insure
that their students perform carefully the following stud-
ies with all the nuances, details, and character, relating
lo each of them.”
This elude lealures lwe-note slurs in the left hand that suppert
aright hand grouping of two 16th,notes with the second 16th
lied te an gighth followed by two 16ths. The right hand 18ths
evolve into a cadenza-like passage in measures 18-18 Mea-
sures 20-24 provide a short bridge that leads back to the
opening idea. Acascade of scales inoctaves and tenths leads
ta the inal cadence. Follow the varied dynamic plan carefully
as it adds much interest, Pedal should be used only in
measures 21-24 and 34-36

7. Andantino con moto, Op. 47, No. 4

l'his expressive study uses question and answer lechnique
measure 1= guestion, measure Z=answer, etc. |talsorequires
carelul counling 5o thal sivteanths, eighlhs, quartars halves
and triplet-eighth notes are exactly correct. Vanous touches
(fegatn, staccalo, portato) are used effectively to point up the
musical character of the piece. MNotice how the dynamics are
almosteconstantly changing: make the mostoutof the “hairpin’
crescandos  Follow Heller's metronomea marking so that the
triplets in measures 10 and 40 are nol too fasl. The melody
beginsinthe left hand in measure 12 and continues in the right
harnd, measure 13 beat 2 The same pattern occurs in
measures 14-15 and 42-44. Pedal instructions are clear and
detailed.

8. Andantino, Op. 125, No. 4

This issurely oneofthe most beautiful pieces inallofopus 125

In the nineteenth century, Andantine meant a lempo g liflie
fasler than Andanfe The dolee legato (gently and connected)
indication in measure 1 underscores the gently rocking char-
acter of the piece, Perhaps a gently rocking boatis suggestad
by this opening deuble dotted eighth and thirty-second note

Thiswritercould easily subtitle this piece "Parisian Bost Song.”
The thify-second note in this opening (measures 1-8) and
closing (measures 21-27) must not be thurmped, but should be
rather quister than the first part of the figure (the double cotied
gighth) since the thirty-second nete is part of the accompani-
ment. The melody of measures 1-4is ABCCBEBAGE
A A this is also accompanied by the nght hand open fifth
imeasure 2} and cctave D {measure 4} This beautiful opaning
section {measures 1-8) is lika an introduction and serves asa
closing {measures 21-28). Measures 9-12 continues the
melady in the tenor voice while the bass and soprano voices
provide accompanimen!. Be sure lhe sixlgenth notes in both
hands are equal. Measures 13-20 present a new figuration

which makes the melody appear on the first and [ast sixteenth
notes in each group of right hand four sixteenths; so the
meiody in measure 13 sounds ke DD C C B B st The
opening section returns to end this cantabile {singing) style
piece Hellar's sole object was to perpetuate beauty and he
succeeds admirably here.

9. Assal vivace, Op. 47, No. 8

Both hands have flowing meladies, so this study is a duel in
courterpoint (melody against melody). Each melody goes its
own unigue direction and the two are quite distinet: right hand
with its continuous eighths and left hand with its quarters, hall
and dotted half notes. Practice hands separately and use
legatn touch with both. The dynamic range s narrow; b plus
a few hawpin cresceridos and decrescendos Make sure
measures 45-45 sound continuous and not lIke the night hand
plays measure 45 and the left hand plays measure 46 Notice
lhe accent is on beal 3 in measure 48, so beal 1in measure
47 is not as strong. Do not use pedal in this piece

10. Allegretto, Op. 45, No. |

This excellent study mainly features melody and accompani-
mentintherighthand. The righthand melody is usually the first
sixtesnth in the group of faur sixteenths, therefore the melody
in the firsl bwo measures (plusone beat)is CEABCBAB
C Sometmes it is the first and fourth of the sixteenth group,
asinmeasura 3 beald DC measura?, beatd DC Theleft
hand takes over the melody in measyre B (4th beat) and
continues untll beat 4 of measure 12 where the right hand
melody resumes. The left hand takes aver again al measure
20 {4th beat), the right hand resumes at measure 27 and
finishes in measure 30. Heller states sempre legato ed
aqualmeriie (always connected and equal) 17 this direction is
carafully Tollowead, the melody m the right hand will take care
ofitself. Marcato (marked, brought out) atmeasure Bindicates
thelefthand melody is o beemphasized. Followthecomposer's
carefully notated pedal directions

1. Allegretto scherzando, Op. 46, No. 2

This piece is based on the cantrasting touches of legato and
staceato. Inmeasures 1-8, be sure the top Dis held for 3 heats
par measure while the sighth-notes are played staccato. The
left hand has a similar gituation in maasures 8-15, Both hands
getihistreatmentatmaasures 17-22. The treatmeni becomes
more invoived at measures 25-30 where sustained top notes
sound while the lower voices involve fegafo and porfafo
slurring {beats 2 and 3}, In measures ¥, 31 and 39, Heller
indicates two passible fingerings: try both and use the onethat
fits your fingers bast. Tha dynamic range is restricted to p and
afewhairpin{==—_" ~ —=}mndications. Contrast measure
7-8 (crescendo - decrescendo) with measures 15-16 (no
crescendo - decrescendo)  Senza ped indicates without
pegal



12. Allegretto poco agitato, Op, 47, No. 3
This "Shadew Dance” study features alternation of hands in
similar touches {sleccalo, measure 14, 10-14, 30-34_ and 40-
46} and contrasting touches (staccato-legato, measures 5-6,
16-18, 26-30 and 35-38) Measures 22-26 feature legalo in
both hands, Both hands have a go at the melody in differant
places. Keep the tempo very steady all the way to the end.
Perdendosi (measure 42) refers to dynamics only and so no
ritard should be allowed A light touch is called for i most of
the piece. No pedal should be used unless so indicated

13. Allegro vivace, Op. 45, No., 2

This is the famous study known in many editions as The
Avalanche.” Make the line as smoothly connected as possible
when it lransfers between the hands, as in measures 1, 3 5,
7.9.11, ete. More emphasis should be shifted to the left hand
accented half notes in measures 2, 4, 6, 8, etc, than the
fellowing right hand chords. Take alitlle more time ( poco mena
musso) inmeasures 13-16 and 29-32. A duet effect between
the bass and the top veice should be heard In measures 34-
38, 3840, 50-52 and 54-56  Be sure a very sligh! braak in the
sound ococurs in measure B4 between beats 1 and 2, and
similarly In measure GB, this points up the end of the phrase.
Riaoiuto (measure 73) means risolute, firm (steady), so no
aeoefferando should begin here, Afler measure 82, drop back
dynamically and suddenly to the p in measure 83 Perhaps a
litle secellaranda might be heard at measures 83-89 Be sure
the chord in measure 87 and the low octave A in measure 88
are suddenly quiet atter the sf in measure 85 Do you think
“The Avalanche” is a good fitle for this piece? 1Tnat. what title
wauld you suggest? Why?

14. Moderato, Op. 125, no. 2

This piece is written in a clear ABA design (A=measures 1-20,
B=21-36, A=37-58)., The A =eclions focuses on exprassive
legato chords that use interesting dynamics, while the B
section fealures scalar passages punctuated with melady and
chordal accompaniment. Be sure the dynamic plan 5 well
contrasted (p to fand back) in measures 1-20 and 37-55. It
wolld be more interesting for the audience if the pianist would
exaggerate this contrast. The B section also depends on
dynamic contrast for much interest. The crescendes in
measures 21 and 23 must arrive at about & Fleveal followed
mmediately by the sudden drop to oo The crescendos in
measures 25 27 29 31, 33 and 36 arrive atthe strongest leval
in the measures immedialely following them. This entire B
section 1 a gradual build-up to measure 38 which should be
atleast ff Notice the notes in parentheses in measures 1% and
95 are the same: lel the right hand play them so that betier
voicing control can be exerted overthe final note of the phrase,
The final octave A in measure 56 should be gp

15. Moderato, Op. 47, No. 10

This fine study provides excellent opportunity farthe right hancd
tc play both melody and accompaniment {measures 1-9, 11-
24 42-45) as well as for the left hand to have the melody
(measures 26-37 and 48) Be sure 16iths are played exactly
correct, not like the third part of a tnplet. Notice how the 16th
notes in measures 1, 3, 3-6 turn into 8th notes when the Ieft
hand has this melody in measures 26, 28 and 31-32. Takea
Iittie mare time with measures 15 (dofos)-18, back in tempao al
measures 19-25 The expressivo indication far the left hand
at measure 26 also suggests this section (through measure
37) might be slightly relaxed in terms of tempo. Backin lempo
at measure 38. Make the most of the f on beat 3 of measure
44 and retain the fthraugh the big [ minor chord in measure
A45. Practce measures 10 and 25 separately to make sure the
fingerings are secure.

16. Un poco vivo, Op. 125, No. §

This prece builds on figures used in nos. Jand 4. duplets
conftrasted with triplets, melady in the left hand, accompani-
mentinthe right hand, doubla dotted eighths and thirty-saconid
notes and contrasted dynamics. Contrastin touches is found
inmeasures 1-2 and 3-4, 5-6 and 7 etc ;. staccato followed by
lagate Measures 9-11 and 13-15 add sixteenth and quarler
notes to the rhythm found in measure 1-2 and 5-6. Notice the
Vivo marking at measure 17 followed by two and one-quarter
measuras of constant eighths  Measura 21-24 introduces a
pronounced left hand melody while the night hand accompan)-
mentuses the same pattern found in measures 1-2. Measures
25-30 usas constant left hand eighths while the right hand has
new patterns of eighths plus rests. Measures 30-33 form a
small bridge to the final section, measurgs 34-41, Observa
carefully the numerous tempo changes usad throughout the
piece. The espressiva marking at measure 34 meaans a little
rubato should be used in this final section. Motice the arpeggio
sign for the right hand in measure 34 Maasures 34-41 are
almost the same as measures 21-28.1n the preceding piece,
Op. 125, No. 4. [fNe. 4 was learned carefully. this piece will
he sasy to parfact

17. Con moto; scherzando, Op. 125, No. 7
The lalizn terms Con mototell Usthis pieceis to be played with
maotion {movement) and seherzandn, playfully. The character
15 very up beat and cheerful. Be sure the pedal 1= released
exactly whare indicated in measures 1-3 and 5-7 so the
staccato sighths followed by eighth rests can help suggest this
che=rful mood. Baginning in measurs 2 and following, Heller
writes a malodic ling beginning in the left hand, immediataly
continuad by the right hand. This transfer of the melodic line
oetween the hands must be completely smooth with no break
in saund when the melady movas from ane hand to the other
Point out the crescendo in measures 13-14 thatarrives ata £
in maasures 15-16. Each sfin measures 23-26 is gradually
mora than tha last ona  In these same measuras be sure to
iean the cogy tothe nghtas the music chmbsinto the upper part
of the keyboard Remember to keep measures 31-33 (beats
1-2) I followed by a sudden drop to p on beat 3 of measure 33




Heller likes this dynamic contrast and it helps create a playful
character throughout the piece. Be sure the pedal is de-
prassed when staccato chords are played in measures 4, 8
18, 20, 22, 34, 38 and 46; this adds a special effect to the
sound This piecewarks well in conjunction with No. 8. Heller
suggests playing No. 7, then No. B, and then repeating No 7
It produces a clear ABA form

18. Allegretto, Op. 125, No, 8

This charming piece is a wonderful study using meledy and
accompaniment in the same hand Heller wriles the more
impartant malody notes in normal size while the accompany-
ing notes are written smaller The flowing melody in measure
1-4 consists of two dotted hall notes followed by two measures
of a dotied guarter, an eighth and guarter. Everylhing needs
{6 be smoothly connected  Add aboul one other beat to the
termata in measure 16. The left hand has the melody in
measures 24-28 with the right hand joining in at measures 28-
29 The right hand takes over the melody in measures 30-32

be sure the top voice 1s heard over the accompanying chords

Heller suggests playing Mo. 7, then No. 8 and then repealing
Mo, 7. This provides aclear ABA form (A=No 7, B=No Bl plus
much contrasting figuration.

19. Tempo di marcia, Op. 125, No. 11

I'he triplet sixteanth note figuration s somewhat renuniscent
of the figuration in Schubert's Impromptu in &-flat, Op. 50 No

4. Op 125 No 11 is mainly legato threughout, 1t provides a
fine contrast with No. 12 (the nex! piece) which js mainly
staccato, Thetempo( 4 =60) remainsthe samein both pieces

In Mo 11, be sure the right hand stays under the left hand in
measures 17 and 12  This is whal the term soffe (under,
below) tells you in measure 17, Begin measures 17 and 181
and diminish as indicated This provides a big contrast with
measures 21 and 23 which are to be played p and go.
Measures 25-26 (right hand) are to be played mf with no
decrescendo followed by a sudden dynamic change o o0
measure 27. Be sure the melody (iop voice) D-E-F is clearly
heard in measures 27-29.

20. L’istesso tempo, Op. 125, No. 12

Listesso fempo tells us this piece isio be played in the same
tempo as No. 11, Everything seems to be dry and short hers
and no pedal is {o be used Heller has carefully indicated the
melodic line transfer between hands with the delled lines. The
melody in the left hand of measure 1 (A B C-sharpigoss tothe
U in the nght hand chord of measure 2, beat one “ou must
voice this D stronger than the rest of that chord. Lean on e
right hand thumb to help the D sound louder than the F sharp
and A in the rest of the chord, Heller uses the dotted line for
[his type of melodic voicing ina number of measures. Praclice
the melody by itself without the rest of the chord until you have
the melodic ine clearly defineated in your mind and ear The
left hand part of measures 2,4, 10, 12, 20, 22, and 36 must be
articulated vary clearly. The same thing should happen to the

right hand in measures 28 30 and 31. Be sure and bring out
the accented notes in measures 15, 28, 30 and 32 Follow the
dynamics exactly as indicated in measures 35-40, and mea-
suras 39-40 should be quite a surprise.  Heller suggests
repeating No. 11 after this piece. So play Mo. 11, No. 12, and
than MNo. 11 again; this produces an ABA design.

Part |l: Late Intermediate Level

I. Vivace, Op. 46, No. 7

This piece could easily be titled "The Spinning Top" for itsping
1 8/8 metar from the beginning ta the end. Thae main ideas are
to keep the eghth-nates light and the rhythmic drive constant
Distinguish between the staccato eighth (beat 3) in measure
2 and the sixteanths in the other measures, such as 8, 10, 12,
14, 16, etc. Be careful to diminish to a pon baal 1 of measure
32 and follow immediately with the E octaves £ This sequence
continuas inmeasures 35-39, 41-43, 45-47, and 489-51. Infact,
there are numercus sudden dynamic changes This pieca is
fun for the pianist and audience

2. Allegro vivo, Op. 46, No. 4

This piece features broken-chord figuration with frequent
thumb-under usage. Play the left hand staccato as indicated
in measures 1-3 even lhough the damper padal is depressed,
this gives a slightly different effect as compared lo holding
gach guarter note its full value. The aimenuendo at measure
11 (beats 1 and 2) should bring you back ta mfforbeats 3 and
4 and measures 12-15. The sudden drop from pit 7 at
measures 22 to pin measure 24 should be very dramatic, The
final two sfchords in measures 42-43 should sound stronger
than the pit 7 in measures 40-41.

3. Allegretto, Op. 125, No. 10

This piece is constructsd on three basic ideas and a quick
formal analysis will help place it in proper perspective
A=measures 1-8; B= 8-16; A' =17-20; C=21-38; A= 35-48;
B = 48-55; A'=57-82. C' (coda) = 83-73. Be aware of each
sectional matsrial when it returns. Keep the arpeggiated
chords short and dry (secco) inmeasures 1-3, 5-7, 17-19, 38-
43, 45-47, 57-58, 8281  Motice the use of portato fouch in
measures 9, 13,48, and 53, Thisis a non-legato touch, butnol
as short a8 staccato. The tenuto (ten.) term at measures 12,
18, 52 and 56 indicates giving those chords their full time value;
do not rush off of them too soon, Marcato, seen at measures
22 and 30, indicates the left hand melody is to be marked, or
prought out. The melody in measures 21-24 begins in the left
hand at measure 22 and continues in the top voice, nght hand
in measures 23-24, left hand measure 26, right hand mea-
sures 27-28, stc. A littte rubato should be used In measures
36-38 at the esprossive indication. Move back to a tempo al
measures A2 forward  The same thing applies to measures




63-66 (rubato). Gradually ritard fram beat 3 of measure 87 fo
the end of measure 68, then keep lhe tempo steady to the end
ofthe piece, Be surethelefthand melody is heard in measures
B7-68 with a meladic shift ta the rght hand in measures 70-73
& slight decrescendo in measures 71-73 is appropriate,

4. Andante placido. Op. 125, No. 13

The opening directions tell us a goed deal about the character
of this piece: Andante (going, moving, steady tempo); placido
{placid, tranguil, calm); and dofce (literally means sweetly, but
this writer likes o franslate it as genlly, (one outstanding
musician translates it as "tenderly comnutted”). The melody
and partofthe accampaniment are in the ight hand, measures
1-16: D E-flat AE-flat E-flal D B-flal F, efc | so voice the melody
stronger than the accompaniment, the repeated eighth notes,
ILis a good idea to practice the right hand melody with the left
hand chords, then add the right hand accompamiment The
melody shifts to the top voice In measures 17-22_ Heller adds
same left hand rhythmic counterpoint with the right hand In
measures 28, 3tand 32 This counlerpoint should be brought
outshghtly. Take plenty oftime in measures 4115 Notice the
accentsin the meledic ling at measures 41 and 42 Follow the
matcdic line through ta the end in measures 44-45 F E-flal B-
flal C D. This lovely cariabile (singing style) plece 15 a real
gem,

5. Andantino, Op. 46, No. ||

This gently flowing piece requires good melodic projection and
hand crossings. Notice the fen. (tenuto) on the melodic eighth-
naotes in measures 1 and 2—a reminder (o give these notes
their complate time value. This editor suggests playing the
right hand melody at least one dynamic level louder than the
accompaniment to make sure it is clearly heard Observe
carafully the"halrpin” dynamics In measures 10-12, 1516, 17-
18, 21-22, and 23-25. Begin the "hairpin® crescendo in
measure 23 aboul mp. The sudden dynamic change in
measure 26 should be very effective. This editor suggesis 2
small dimenuwendo between the final twe chords.

6. Allegretto con moto, Op. 45, No. 7

Herewe have the right hand playing the melody in octaves plus
part of the accompaniment with the repeated sighth notes
The left hand mainly provides a harmenic staccate accompa-
niment, Play the left hand staccalo, as indicated, with the
pedal; this gives a slightly different effect than when the left
hand is played legato. Observe the different dynamic mark-
ings for each hand: measures 1-13 mffor the right hand and
piarthe lefthand, Acrescendo at measure 14 for the left hand
leads to a subifo (sudden) pin measure 15 for both hands.
Measures 23-26 should be strong and decisive (deciso) with
theclimax inmeasure 26 Relax measures 27-28 (espressiva)
that lead to a ritard in measures 29-30. Return to the cpening
tempo at measure 31, Be careful to observe the left hand
hrenuando n measure 31 that leads lo a o in measures 32-
34, The final crescendo in meaasures 335-37 should lead to a

strong (flinmeasure 37 Place theleft hand over tha right hand
for the B in tnhe final chord. Add at least one beat to the final
chord for the fermata { 7™ ).

7. Andante, Op. 47, No. 23

This quiet rustiing piece uses a number of left hand crossings
over the right hand Whan this occurs, move the lefl hand
quickly and close o the nght hand. Do not move the left hand
high aver the right hand—this wasted motian could makea your
left hand late amving on its indicated note.  Observe the
accented left hand notes in measures 3. 7, 9-11, 13-14, 17-19,
elc’  these accents are not too loud since the indieated
dynamic level 15 p Be sure the left hand 16th notes in
measures 27-28 fall exactly between the second and third
parts of tha right hand triplets

8. Allegretto, Op. 45, No. B

Melodic interestis focused mainly on the lefthand inthis piece.
A good legato touch |s reguired throughout. Heller has added
much interast with the way he uses dynamics observe
carefully the hairpin (==~ ~ == ) dynarics. Dynamic levels
range between p - mf from measures 1-25; measures 26 and
28aretheanly two measures marked § therefore they musl be
neard above the nght hand accompamment and also In
measures 31-33. The final chord (measure 35) should be
quigter (po) than the chord in maasura 34

9. Andante con moto, Op. 47, No. 21

Helleris always interested inwriting a beauliful melady and this
piece shows how well he perfected thatinterest. The left hand
ieads with the iegato melody at measures 1-9, 20 (beat 3) -36
the right hand has the /egafo melody during the other mea-
sures. Bring out the melodic dynamics (measures 1-2, 4-5, 6,
10,12, etc.). Thesyncopated accompaniment must always be
softer than the malody. Observe carefully the rifen. a tempao
at measures 1415 and 20 which add much musical interest,
Show phrase endings such as in measures 14-15, 17, 19, ete.
by shortening the final note-values of the last note of the
phrase and by [2iting a lithe air space clear the sound. Mo
pedal should be used In this pisce.

10. Allegretto con moto, Op. 47, No. 24

The 16th melodic notes (measures 2-5, 7, 8-15, etc ) must
aiways be easily heard, therefore do not take a tempo that will
make them unclear ta the listenar  Bagin af a tempo around
» =48 and gradually work up to Hellers , =63, Heller shifts
the melady back and farth between hands in measures 10-14;
be sure it 15 glways well-projected. Notice the right hand
melody in measure 36 goes fromguarter note 5 toquarter note
G one octave higher. Follow the pedal indications carefully.
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11. Vivo, Op. 125, No. 17

Vivo means lively, animated and this seems to be a good
direction for this delightful piece. Ceunt measure one slowly
in three groups of four sixteenths each lo make sure you
understand the accurate note values. The three types of note
values (sixleenths, eighth and quarter | plus the same typesof
rests make for a highly interesting rhythmic combination
Measure 9is the most active yet with 12 sixteenths (1), followed
by & drop af dynamic levels in measure 10 toa p. The right
hand top note melody in measure 12 shifts to the C, the bottom
note ofthe C E G chord in measure 13, Lean on the nght hand
thumb lg make the sound stranger than the rest of the chord,
E and G. Measure 16 (melody} goes to the lop (5. in the chord
B-flat E G, inmeasure 17 The word stningendo at measure 20
means (o hurry the tempo (get faster).  This continues to
measure 26 where Amimalo (animated, lively) takes over
{measure 27) and continues through measure 40. A ritard at
measures 41-42 leads 1o the coda a tempo  But perdendosi
{dying away) at measure 44 tells the pianist to get quieter all
lhe way lo the and and do not ritard  Be sure the right hand
continues to hold the chord in measure 50 while the left hand
plays its eighth note C and releases itimmediately. This writer
suggests , =ca 120

12. Allegretio vivo con grazia,

Op. 125, No. 23

Altegratio (slightly fast) combined with vive (lively, animated)
and grazia (with grace, elegance) provitges information on the
characler and tempo of this "dance " The piece Is filled with
dancelike rhythms and might be sub-litled “Bohemian Dance
Heller's mother and father came from Bohemia angd were what
is called Deutsch-Bohmen {German-Bohemians). They spoke
German. The editor suggests a crescendo in measuras 13-14
leading te the fin measure 15, only to be followed by a subiic
{sudden) p and decrescendn in measures 17-18 A similar
place, measures 23-24 should crescendo to the fin maasure
25 Takea little more time with measures 45-48 (espressivo)
and & fempo al measure 48 The arpeggoiated chords in
measure 49-50 should be played with the G slightly bafors the
beat and the top F should be on the beat with the left hand
chord. Do nol ritard the franguilio {tranquil, calm) measures
55-58; save that formeasures S8 tothe end  Be sure and bring
out the inner right hand melody In measures 71-73 (B-fiat B-
flat C D-flat C B-flat A-flat)

|3. Poco maestoso, Op. 45, No. 15

This piece contains stirring soncrities remimiscent of
Rachmaninoffs "Prelude in C-sharp Minor,” Op. 3, No. 2. In
fact, Heller's piece provides a fine preparation study for the
famous Rachmaninoff piece. Foce maesfoso lells us the
character of the piece is somewhat majestic and siately, con
forza tells us the low octave Vs and F's throughout the piece
are to be played with force, or strongly, unless indicated
otharwise as in measures 24-30 (first beat). The sfchordsin
measuras -4, 9-12, ete should alsc be very strong and
farceful Bounce off the first of the sixigenth-note chords in

measures 4-7. 12-15, ete. and land firmly on the following
eighth-note chords. Observe carefully the strong dynamic
contrast{/to pto fiin these measures. The prepeated chords
should sound like an echo of the repeated fchords, When the
low octave D's resume at measure 30, notice that both hands
now have octaves. The ten (hold) indications beginning in
measure 31 indicate the chord is to be held its full ime value:
do not rush offtoo soon. The poco rifen. at measure 42 means
you should get a little slower in measures 42-44 and then
continue to play evenly in this slower termpo until the end.

14, Allegretto con moto, Op. 45, No. 22

This fine piece is a wonderful study for developing gracaful
facility in crossing the hands, Try to make the ine transfer
batwaen the hands as smoothly connectad as possible. Mea-
sures 1-8 introduce hand crossings, beginning al measura 8
the hand crossings continue with the melody to be emphasized
(il zanto ban promenziato) and transferrad betweean tha hands
A careful distinction must be made between the brought oul
mefady and the supparting accompanimant, which is to be
played ightly (il accompagn. leggiaro). Aquick silence should
be heard at the commas in measures 8 and 35, Take a little
more time (gspressivo) with measures 23-26, 51-54, and
move an in maeasures 27-30 and 55-59 Pardendasi{measure
67 directs the pianist to get guieter all the way to the end with
nortard. The correct use of the pedal is extremely important
in this place Heller has been very careful to indicate musical
pedalngs. s direchions must be followed exactly as marked
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