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Preface

Franz Liszt’s Feux Follets, No. 5 of his cycle Etudes d’Exé-
cution Transcendante, is widely considered one of the
most difficult piano pieces ever written. Its most infa-
mous technical challenge is its long passages of rapid suc-
cessions of alternating wide intervals, which require the
two finger pairs 1-2 and 4-5 in the right hand to simulta-
neously execute trill-like patterns while moving through
chromatic scales. Mastering these passages requires hun-
dreds of hours of dedicated practice, but to many aspiring
pianists, success may still seem out of reach, no matter
how much time they invest.

This exercise book is meant to lay the necessary founda-
tion, both in terms of physical and technical development.
It aims to

e Strengthen the muscle groups controlling the
4% and 5™ fingers,

¢ Reduce the friction felt in these fingers by stretching
their muscles and tendons,

e Optimize positioning and movement of fingers and
wrist, and

e Build new neural pathways to control in particular
the 4t and 5% fingers, greatly increasing control.

To not leave the weaker left hand behind, this book also
provides analogous exercises for the left, based on the au-
thor’s left-hand arrangement of Feux Follets.

Upon completing this exercise program, which may take
about 6-12 months depending on the student’s current
level of play, one must then build on this foundation in a
second phase and practice Feux Follets as one would any
other difficult piece: by breaking it down into small
chunks and slowly developing the best choreography of
hand and wrist movements for each individual bar, tai-
lored to the specific size and structure of one’s hands. A
few pointers for this will be given in a dedicated section
at the end.

Whether you will go all the way with Feux Follets or not,
the impact of these exercises will be felt way beyond that
specific piece, as they promise to completely transform
your technique in your weaker 4" and 5% fingers: They
will get you much closer to mastering any other piece
with similar passages of alternating intervals (such as
Chopin’s comparably easier Double Thirds etude Op. 25
No. 6) or with fast scales in your weaker fingers (such as
Chopin’s Chromatic etude Op. 10 No. 2), they will greatly
improve your dynamics control in melodies played with
your outer fingers, and they will generally optimize your
motion efficiency, thus reducing your risk of cramping up
during play.

I hope you will find these exercises as useful as I did for
my own technical development. I am convinced that with
enough dedication and stamina, they may lead to a trans-
formational experience that will shape your pianistic life
for years to come.

Matthias Heymann
August 2025






Instructions

Exercise Design

This exercise collection is divided into two equivalent
parts: Part I for the right hand, and Part II for the left.
Each part starts with one short introductory exercise
based on smaller intervals, followed by twelve increas-
ingly advanced one-handed polyrhythm exercises based
on a compilation of all the “double trill” passages of Feux
Follets (or, in Part II, of its left-hand arrangement by the
author). In the following, we will first describe Part I
(right hand) in detail and then summarize the differences
in Part IT (left hand) at the end.

Step 1: Preparation With Smaller Intervals

We start with the preparatory Exercise RO (R stands for
“right hand”), which is based on smaller intervals. The ex-
ercise begins with what we refer to as cycle A, which is
based on the trill of two third intervals found in the open-
ing bars of Chopin’s Double Thirds etude. The cycle is
comprised of a series of rhythmic patterns based on these
same four notes, labeled as A.1-A.14, which we will de-
scribe in the following.

The base pattern A.1 simply consists of two alternating
third intervals. This pattern is labeled as “2-2” to indi-
cate that each rhythmic group consists of two notes in the
upper (4 and 5%) fingers and two notes in the lower (1%
and 2") fingers, played in sync. Pattern A.2 has the same
rhythmic structure “2—2”, but the lower fingers play their
assigned notes in reversed order, and so it is labeled as
“2—-2 inverted”.

Patterns A.3 and A.4 play the rhythmic groups “3—1” and
“1-3”, i.e., one finger pair plays three notes while the
other one plays only one. Observe how by design each
rhythmic group starts with the original third interval of
the base pattern A.1; they are therefore still based on the
same core resting positions of the wrist, while adding in-
dependent movements to the two finger pairs. Patterns
A.5 and A.6 (“3-1 inverted” and “1-3 inverted”) are then
their respective analogues with the lower fingers played
in reversed order.

Next, patterns A.7—A.10 play three notes against two, in
the four possible variants (“3-2”, “2—3”, “3—2 inverted”,
and “2-3 inverted”); finally, patterns A.11-A.14 play four
notes against three in all four variations. These eight pat-
terns are designed to achieve two things: (i) They guide
the fingers through an even wider variety of up—down
constellations, and the wrist into a more diverse set of
resting positions, which over time will help stretch all
muscles and tendons and make the hand physically more
flexible; (ii) they help build new neural pathways to con-
trol in particular the weaker upper fingers independently
of the lower ones.

Finally, we repeat all 14 patterns based on slightly differ-
ent notes, as indicated in the bars labeled B—-H. For the
sake of brevity, these seven additional cycles of 14 pat-

terns each (B.1-B.14, C.1-C.14, etc.) are not listed explic-
itly in the notes, as the student should be able to infer
them by themselves. Cycles B-E are again based on third
intervals, but they will gradually make the finger posi-
tioning more unpleasant, which helps to further increase
flexibility and build more diverse neural pathways: Cy-
cle B changes the horizontal distance between the inner
(2" and 4%) and the outer (1*tand 5%) fingers; cycle C as-
signs white keys to all four fingers (thus requiring the in-
ner fingers to travel longer distances to press their re-
spective keys); finally, cycles D and E assign a white key
to one inner finger (D: 2", E: 4%), respectively, and black
keys to all others, further increasing their travel dis-
tances relative to the neighboring fingers. Finally, cy-
cles F-H are based on wider fifth and sixth intervals
(again using key combinations that require progressively
more flexibility), which will slowly prepare the student
for the Feux Follets intervals used in the main exercises
to follow.

Step 2: Feux Follets Double Trills

Exercises R1-R12 now respectively correspond to the
rhythmic patterns A.1-A.12 of Exercise RO described
above. (There is diminishing value in repeating those
also for the patterns A.13-A.14, i.e., “4-3 inverted” and
“3—4 inverted”, but the student should feel free to practice
those without any provided notes anyways.)

Exercise R1 (the base pattern “2-2”) is a compilation of
all four double trill passages in Liszt’s original Feux Fol-
lets, which we label as A—D. Passage D comes in two vari-
ants: D and D’. Passage D contains the notes from Liszt’s
original Feux Follets as is, whereas passage D’ contains
the right hand notes in the corresponding bars in the left-
hand arrangement of Feux Follets; thus, while Passage D
best prepares the student for playing Liszt’s original, pas-
sage D’ helps prepare them for the left-hand arrange-
ment (and will in fact allow us to exercise both hands at
the same time, as described below).

As you will see, for simplicity we made a few notational
changes in our exercises compared to Liszt’s original:
Here we use 8" notes and a 4/4 time signature (instead of
32".notes and 2/4), and we have time-shifted the music
by an 8-note to start at the beginning of the bar (elimi-
nating the need for a pickup measure, which simplifies
our use of repeat signs). We also explicitly write the in-
tended fingering for every single interval, which the stu-
dent is strongly advised to follow strictly; in subsequent
exercises we will add the fingering only sporadically as a
reminder, so when in doubt, refer back to Exercise R1 for
any fingering-related questions.

Exercise R2 then plays those same Feux Follets passages,
but modified according to the logic of pat-
tern A.2 (“2-2 inverted”), i.e., with the lower (usually
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1t and 2") fingers playing their assigned notes in re-
versed order. To understand the logic behind the con-
struction, you can compare each bar in Exercise R2 with
the corresponding original in Exercise R1, using the pas-
sage labels A-D’ and the bar numbers 1-42 for your ori-
entation (in fact, you can do this for all Feux Follets-based
Exercises R1-R12 and L1-1.12).

The subsequent Exercises R3—R12 then correspond to the
remaining rhythmic patterns A.3—A.12 presented in Ex-
ercise RO. Starting from Exercise R7 (“3-2”), you will ob-
serve occasional changes in the time signature for some
bars; the reason for this is that in some bars the literal
construction of these rhythmic patterns causes some
half-note-long passages to consist of the same quarter-
note-long set of notes being played twice, and we will sim-
ply remove any such duplications to avoid redundancy.
(The student may choose to put these duplications back
in during practice; however, since this is an exercise and
not music, they are not relevant.)

Part II: Left Hand

Part II contains Exercises L0-L12, which are the left-
hand analogues of Exercises RO—R12. It, too, starts with a
preparatory Exercise LO for smaller intervals, which is an
exact mirror image of the notes in Exercise RO across
middle D that makes the left hand mimic the hand posi-
tioning and movements of the right exactly.

The remaining Exercises L1-L12 are based on the au-
thor’s left-hand arrangement of Feux Follets, and so they
are no longer exact mirror images of Liszt’s passages
used in Part I (since precisely mirroring Liszt’s original
would have destroyed its melodic and harmonic content).

Practice Routine

Time commitment. You will benefit the most if you can
invest at least 1-2 hours a day in these exercises initially,
possibly split into two sessions. At that rate, you can ex-
pect notable improvements already within 2—-3 months,
and a remarkable increase in flexibility and speed within
6-9 months. Naturally, with only 30 minutes a day,
progress will be slower. Less than that will make it much
less likely for you to ever master Feux Follets, but it will
still improve your technique over time.

When to exercise. Doing these exercises at the begin-
ning of your practice session has two benefits: (i) Your
brain and hands are still fresh and therefore more recep-
tive to improvements, and (ii) the exercises serve as a per-
fect warm-up for your subsequent practice of actual
repertoire.

Exercise progression. For the first 1-3 months (depend-
ing on your prior skills), work only on the introductory
exercises based on smaller intervals (Exercises
RO and L0). Make sure to spend at least half of your ded-
icated exercise time on your left hand. In that phase, do
not jump from pattern to pattern (A.1, A.2, A.3, ...) every
few seconds; instead, dedicate 5—10 minutes on just one
pattern before moving on. The goal is not to finish the

Nevertheless, that arrangement—and thus these exercis-
es—were designed bar by bar to closely mimic the hand
and wrist positioning of the right in the original Feux Fol-
lets; in fact, due to its creative preservation of the har-
monic content, passages A, B, and D’ can even reasonably
be played at the same time as their right-hand counter-
parts in Part I, which can be an efficient way to warm up
at the beginning of a day or before a performance. (Pas-
sage C would not sound good being played with both
hands together, because here the left-hand arrangement
had to make harmonic changes to make things work.)

There are three additional minor differences compared to
Part I:

e In Part I, Exercises LL1-1.12 do not provide a vari-
ant D, only D’. That is because they are based on the
left-hand arrangement of Feux Follets, just as pas-
sage D’ of Part I is; so to play both hands together, one
should best play variant D’ in the right.

e Due to the specific notes used in the left-hand ar-
rangement, sometimes our time signature changes
for the purpose of brevity may apply differently in
Parts I and II, causing some bars’ time signatures to
differ between the two parts.

e The interpretation of our pattern labels such as “3-1”
properly  generalizes to  both hands as
“Inumber of notes in the 4% and 5% fingers] —
[number of notes in the 1%t and 2" fingers].” (In our
introduction of these labels above, we had referred to
these finger pairs as “upper” and “lower” for simplic-
ity, but sticking to that definition for the left hand
would not pair analogous exercises properly.)

whole exercise as quickly as possible, but rather (i) to ex-
plore every aspect of hand—wrist positioning, finger place-
ment, muscle movement, etc., in order to discover your
ideal sweet spot, and (i1) to allow your brain and muscles
to internalize one specific motion sequence, rather than
overwhelming them with too many patterns at once.

So for the first few days, focus solely on pattern A.1, then
add pattern A.2, and continue to add new patterns slow-
ly—one every couple of days—as you feel comfortable. It
is not necessary to fully master one pattern to move on to
the next, as you will improve all patterns in parallel. In
particular the more complex rhythmic patterns A.7-A.14
should take you much longer to explore. Eventually, start
playing the other cycles B-F instead.

Once you feel sufficiently at home with Exercises RO
and LO, you can move on to the main exercises based on
Feux Follets. Start those by playing only the practice pat-
tern “2-2” (Exercises R1 and L1) for 1-2 weeks before
moving on, then every few weeks add another practice
pattern whenever you think you are ready; but again, do
not wait until you can play one rhythmic pattern per-
fectly, as you will improve all of them in parallel. As you
practice, feel free to repeat each bar or half bar several



times to explore its motion sequence, in particular when
a pattern is still new to you.

Once you have completed the last exercise, start fo-
cussing on two or three patterns each day, going back to
some of the earlier ones as well. As you will find, any im-
provements in one exercise will bear fruits also in the
others. Furthermore, even though the later, rhythmically
more involved exercises (“3-2”, “4-3”, and their variants)
require more skills, once you have mastered those, do not
underestimate the value of the earlier exercises in build-
ing new neural pathways, and regularly go back to those
as well.

Memorization. Whenever you start a new exercise, aim
to memorize it as quickly as possible. For the introduc-
tory exercises, this is rather trivial. For your first Feux
Follets exercise pattern “2—2”, this may take you a few
days, but it is essential. For any subsequent pattern, this
is mostly a matter of understanding the logic behind how
it was constructed; it is not really a fresh memorization,
so do not feel overwhelmed.

Tempo. The only aspect to consider when choosing your
tempo is whether it allows you to play the exercise at
hand with the right technique (as described in the next
section), or to work on it until you do. But as a rough
guideline, consider J=35-180 for “2-2” and
“2-2 inverted”, »=30-110 for “3-1” and its variants,
»=30-100 for “3—-2”, and »=25-58 for “4-3”.

As a general rule, never push yourself too early into an
uncomfortably high tempo that would overwhelm your
brain and make you lose control, causing your muscles to
tighten up, or the quality of your technique to diminish in
other ways. If you feel any signs of this happening, reduce
your tempo, and experiment by directing your focus on
different parts of your hand or wrist while repeating the
troublesome motion carefully. Once you found a sweet
spot, stay at this tempo for another 1-2 weeks of practice,
before trying to increase your tempo again slowly. If that
fails, consider moving on to other exercises in this book

Technique

As the goal is to rebuild your technique and eliminate
any pre-existing flaws and inefficiencies, it is essential to
take correct finger and wrist positioning seriously—even
at slow tempos where you may still get away with your
old habits. A tempo does not count as “mastered” unless
it is done with the right technique, as it will be too late to
eliminate problems at a later stage. Therefore, keep a con-
stant eye on the following ground rules.

Fingers:

e Fingering: You must use the fingering as written in
the notes; in particular, the preparatory exercises
should be played using the finger pairs 1-4 and 2-5.
The goal here is not to choose whatever feels most
comfortable right now, but what will best prepare you
for the challenges ahead.

instead for now, and revisit the issue at a later time.

Also, when practicing individual bars or groups of just a
few notes at a time, do not attempt to cheat with fast un-
controlled bursts that briefly activate your muscles in se-
quence. If you cannot repeat a motion sequence multiple
times in a row without cramping up, this strategy will not
help you in the long run.

Dynamics & Articulation. Initially, play all notes softly
(piano or mezzo-forte) and legato (without pedal). Once
all exercises have become routine, keep yourself alert by
attempting to play the slower notes louder or staccato,
while keeping the faster ones as is.

Double-handed exercises. The preparatory Exercises
RO and LO can be played with both hands at the same
time (even though that may not sound good), and so can
the passages A, B, and D’ of the remaining, Feux Follets-
based exercises. However, one should apply this tech-
nique with caution, never exclusively, and always with
proper focus and purpose:

Only once the right and left hand have learned their re-
spective patterns through individual training (which al-
lows you to explore and address their individual habits
and weaknesses), you can use double-handed practice as
a tool to help you transfer the technique of your better
hand (usually the right) to the other, by consciously ob-
serving and eliminating any differences in positioning
and movement between the two hands. However, never
neglect practicing your one-handed exercises as well, as
this will give each hand the attention it needs to build the
most powerful new neural pathways.

Once you can comfortably play with both hands at the
same time, in particular the patterns “2—3” and “3—4” and
their variants can serve as a highly efficient warm-up
routine—either at the beginning of your regular practice
sessions or directly before a performance—even in the fu-
ture when the full exercise set is no longer part of your
daily routine.

e Round fingers: Keep all your fingers—including
your thumb—round, i.e., no finger joint should be
fully straightened in its resting position. For smaller
intervals, have the tip of your 5™ finger point slightly
inward, toward your thumb.

¢ (Closeness to the keys: Keep your fingers close to the
keys at all times—particularly the frequently trou-
blesome 4% and 5% fingers. Eliminating the common
bad habit of allowing the 5% finger to make uncon-
trolled movements away from the keys is essential;
without doing so, you will stand no chance at Feux
Follets at higher speeds. To achieve this, keep the
tempo low, break your exercise into small groups of
just a few notes, and after each group, pause briefly to
focus on relaxing these two fingers and moving them
closer to the keys if needed. Be patient.



¢ Finger movement: Keys should be pressed by bend-
ing the joint at the base of the finger while extending
all of its other joints. This distributes the work evenly
across your muscles, avoiding overload in any single
one and improving your control over dynamics. The
same applies to the thumb, which should utilize both
the muscle at its base and the joint near its tip when
pressing keys.

Wrist:

e Height and weight: Keep your wrist above your
knuckles, and allow the weight of your wrist to gently
aid in pressing down the keys. This will help mini-
mize the amount of work required from your fingers.
However, do not allow your wrist’s full weight to sit
in the keys, as this will lock up the fingers.

e Relaxation: Keep the muscles inside your wrist
loose at all times (both those involved in vertical and

Building Neural Pathways

There are four obvious types of feedback that pianists
typically monitor during practice in order to judge the
quality of their movements: (i) visual feedback (watching
the hands), (ii) auditory feedback (listening to the sound
of the piano), (iii) tactile feedback (feeling the contact and
pressure at the fingertips), and (iv) kinesthetic feedback
(sensing muscle contractions, the stretching of muscles
and tendons, and the pressure exerted on the joints).

However, there is another, more subtle kind of sensation
to look out for that is easily overlooked or misread. These
exercises are designed to build new neural pathways, but
how do we tell when this is actually happening? Interest-
ingly, the brain does in fact send you signals when it is
forced to adapt and learn, and they can take various
forms:

First, as you go through particular challenging motions,
you may notice an inner voice telling you, “I don’t want to
do this right now; please stop.” This is a primitive protec-
tive mechanism meant to keep us safe when we face per-
ceived danger, and only if we resist the urge to avoid it
will the brain be forced to develop ways to handle the sit-
uation. Of course, in the context of piano practice, we
know that unless there is real pain signaling harm, this

Lifestyle

To give yourself the best chance at mastering Feux Fol-
lets, you not only need a committed and purposeful prac-
tice regimen, you must also be mindful of any potentially
adverse external factors.

e Avoid sore muscles in forearms and hands.
Activities to watch out for are:

o sports requiring grip strength (e.g., weight train-
ing, racket sports, rowing, bowling) or even mod-
erate but prolonged hand use (e.g., bicycling,
swimming);

lateral movements), as this is a prerequisite for the
techniques described in the following bullet points.
To achieve this, consciously sense the inside of your
wrist during your brief pauses between note groups,
and incorporate small, frequent up—down movements
into your wrist’s motion sequences.

e Pressure points: For each interval, find the ideal
pressure point inside your wrist at which you feel the
wrist’s weight transfer onto the keys evenly through
both fingers. For example, for intervals using your 2"
and 5% finger this pressure point will be further out-
side, while for intervals using your 1% and 4 finger it
will be further inside.

e  Wrist movement: Give your wrist the freedom to ef-
fortlessly move from one pressure point to the next as
you move from interval to interval. This requires ver-
tical and lateral wrist movements, as well as tilting
movements around the axis of your forearm.

resistance is precisely what we want, as this means we
are stepping into new territory and are bound to learn
something new. So if you catch this thought sparking up
in your brain, treat it as a green light, not a red one—and
continue with a smile on your face.

Second, as you push through, you may feel a subtle tin-
gling sensation in your hand or head. This is a trace of
anxiety caused by stepping into uncharted territory—
a sign that you have successfully entered a state of
heightened awareness, sensitivity, and learning.

Misinterpreting these signals can be one of the main rea-
sons why people plateau in any skill, or even in their per-
sonal development as a whole. Because the primitive re-
sponse we evolved is to retreat from discomfort, we must
consciously override this impulse and stay with this sen-
sation: It is not a reason to panic and retreat, but to con-
tinue and celebrate.

So as you proceed with your exercises, first try learning
to notice this subtle sensation. Then once you can reliably
recognize it—which may take a few weeks—start using it
as one of the criteria for selecting your exercises for the
day.

o use of tools or machinery (e.g., shovels, hammers,
hammer drills);

o repeated wrist motions requiring torque (e.g.,
playing foosball, using a screwdriver);

o prolonged handwriting if that leads to cramps;

o playing any difficult piano piece beyond one’s cur-
rent technical abilities (including Feux Follets it-
self) at full speed “just for fun” if that causes your
hands or arms to cramp up.



e Avoid drying out your skin. Dry skin can limit your
hand’s flexibility and reduce the necessary friction
between fingers and keys. If this is an issue for you,
consider changing your brand of soap, and potentially
reducing the number of times you wash your hands.
As an emergency remedy, generously apply moistur-
izer over both sides of your hands and wrists, wait for
a minute, wash it off with very warm water (without
soap), and dry off with a towel.

e Avoid exposure to extreme cold. Cold can dry out

What’s Next?

The polyrhythm exercises in this book are great as a
preparation for Feux Follets, but they won’t quite get you
there all the way by themselves. You have played Exer-
cises R1 (the original Feux Follets) and L1 (its left-hand
arrangement), but you had been instructed not yet to at-
tempt to go at full speed. So what should you do next to
go the last mile and approach the final tempo?

After going through our practice regimen, you might find
yourself under the false impression that the majority of
the activity during Feux Follets will be in your fingers,
with only minor help from your wrists. However, while
this was important to activate your finger mechanics
with these polyrhythm exercises, it is now time to get
your wrist involved a lot more.

Of course, you will group the interval passages in Exer-
cises R1 and L1 into sequences of between three and
(later) eight intervals, with any of the intervals serving as
starting points. As you play each group, remind yourself
of the intervals’ respective pressure points in your wrist,
and devise a fluent wrist motion sequence to move from
one pressure point to the next as efficiently as possible,
while at the same time incorporating: shifts of the hand
towards the next interval’s location, up—down motions to
aid relaxation, as well as tilting motions to add tiny im-
pulses that help press the keys and bounce off to the next
position. The latter two will be so small that they are
barely visible at full speed, but they are quite essential to
make things work.

Also consider which part of the key you are pressing; in
particular, in most cases it will be most efficient to touch

9

skin and tighten muscles. Look for actually good
gloves and reduce your time outside in the winter.

e Be well-rested. If you are tired, (i) your muscles are
tired, too, and will not be able to physically execute
your exercises with the required energy and without
cramping up; (i1) you will tend to just “go through the
motions” and repeat old flawed habits instead of ex-
ploring new movements; and (iii) your brain will be
less effective at developing the new neural pathways
that you are trying to form.

black keys as far away from the lid as possible, since this
will give you more leverage (and therefore require less
force) and shorten your fingers’ travel distance to the
sweet spots of the neighboring white keys.

Finally, whenever you need to move your thumb from a
black key to a neighboring white key, consider doing so by
raising your wrist and sliding your thumb into a more
vertical position on the white key, instead of moving your
full arm towards yourself.

When necessary, you may now at times violate our initial
rule of always keeping the wrist above your knuckles.
However, continue to keep your fingers close to the keys;
in particular, while it may be tempting to lift your 5% fin-
ger high up and snap it back fast, this is not efficient and
therefore unfeasible when playing longer sequences at
full speed. Instead, focus on utilizing your wrist to help
apply light pressure on the keys, so that less force is
needed from your finger muscles.

As over the course of several months you gradually de-
velop your highly optimized motion sequence, tailor-made
to your own hand’s size and structure, go through your
sequence at a slow tempo at first, always paying attention
to not locking up your wrist. If you do find your wrist lock-
ing up, reduce the tempo, and picture your hand and wrist
performing a three-dimensional dance on the keyboard,
instead of just playing a sequence of notes on a one-di-
mensional keyboard. Then as you slowly increase your
tempo, creatively modify your motion sequence as
needed.

Good luck!
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Part I: Right Hand

Exercise RO: Preparation With Small Intervals

1-2: 4 =35-180
3-6: J=230-110
7-10: J=130-100
11-14: H=25-58

A.1|(2-2) A.2|(2-2 inverted) |A.3|(3-1) A.4|(1-3) A.5|(3-1 inverted)

i L - h =
p LU = & IT#43 T4 = & Il TP+t & 2 -=l'I v | I-'III )y o 4 -=
A 7 o I A h y | = =
| T 11T V'™ o * 1 & | & [ 111 & & 1]
1

Exercise R1: 2-2

<= 35-180 5 4 5 5 4 5 5 4 5 5 4 5 5 45 . A5 4 1. 2 5 4 5
4 4 4 4 4 _J_JJ[; [.,ﬂ 4
Y - I Y Py —® e Py Y i |
e e e e e e e e e
J ' ;| —, I ) 1T 2 1 2 | — ' — )
1 2 1 1 2 1 1 2 1 1 2 1 1 2 1 1 2 1 1 2 1
|2 PR— p— 5 4 5 5 4 5 5 4 5 5 4 5 5 2 j__J_ 2 5 4
5 A 5
T IPPPYPPP PPy bitg 2220 abe
| 1| - - | - I * | e ]
- | 1 | * | I | el | I I I I |
1 | 1 | B 1 1 1 1 1 1 1 1 | " - 1 1 |
AN3V4 I I Il I I | 1| 1 Il ! " 1 Il ! " | 1
J T a2 a1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2 1 2
L 4 5 4 5 45 |12 _a 5 4 5318% ,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,, ]
5 5 3__ 5 4 3 5 4
9 [,J_{J_Ii _J_ [,J_ iJ_I 4 < 3 5 4 3 5 4
Al 717 Tb J- J- Tbh Tbl) — — . 5 5| L9 [
Y D * e [ | e
G Lot T Ll e R e s 'p
oJ 1 2 1 2 1 2 1 2 1 2 1 2 2 1 2 | Lo | [ f r_z o
1 2 1 1 2 1 1 2 1 1 2 1
3 5 4 s 5 4 s s 4
3 5 4 3 4 3 2 4 3
5 5 3 4 3 2 4 3
13 hé < J _J_ _J_ _ﬂ _J_ 5 5 5 5 5 [
[ - P
T — = 1 1 o —— ] o . £ ..93; . .
ANIV4 1 Il ! I |= I T T |! I I I |I I 1
oJ 1 o2 1 2 5 2 1 2 12— 2 1 2 1 1 1



5 4 5 5 4 5 5 4 5 5 4 5 5 4 5 4 5 4

v T s !Ju Dedidy dps D dhie o de2idd
%“vv IT Illi2!1212125'121212.12.12'12'12'12:
1. 4 5 4 s 405 |12 _4 5 4 5 85 O — e 8
PR PrY Py PR PPER wwslawmi
P e e e e

y 18l o Y 2 1 7O D =
[ .. VL4 1 1 = | | - - | | I - 1 | 1 1
\Q\j} i | ] - ||' ||— ] 11 glr r r he >
2 1 2 1 ST 1y 2 > | [k 2
2 1 3 1 2 1 1 2 1 1 2 1 R
3 5 4
S 3__5 4 3 5 4 3 4 3 3 4 3
30 i -J_ 5! 3 4 3 2 4 3
b _J_ _J_ 5 5 5 5 5 5 1
o' ot i —— & I b
\;)v T I ] ] IIP IF i’ i’ - : I I |i I 1 I
T 21 21 312 & TR 2 2 1 2 1 1 1

Ay t be T o tmte =t
Py S o Py | I I e e | Py Py
ANIV4 I I TII T | | | ® he Py | Il Il I I | I 11
oJ 2 1 2 1 PRI 1 | l1 1 2 1 2 1 ST 3 | l1 3
2 1 2 PR 2 1 2 2
' 4 5 4
D A5 2 4 5 4 4 5 4 5

D T T 1 1 o oo @ _ 1 Py PN I — o i |
R — T = i i i i e
212 2 1 2 2 1 2 2 1 2 g 1+ 8 2

Exercise R2: 2-2 Inverted

J:35—1805 . s 4 5 4 5 4 5
4 1 %liljbi 4
G e e e e e e EE=======
|2. 5 3 5 2
T T T LT T
S5 ! ! :"Iz E H - I1 ] ] — - I1 ] ] — . . —]
|1 ||2 5 3 5

x
iy
“
kd
|
',
i
[
“
s |
A
[ Y-
(.
.o

t€;5<>
P!
i
TT®|
L
L
I
P
mL)
e
e
e
=
N




3

4

.

4
>y
®

5

J

;Ai 44 J

<

J

i

b

12
13

1Y
v

4

]

b

>

e

P

.
=

o ghd b 4

Py
>

210 ghd 210 Laphel 4y

Bl

4

5

1

4

17
7

5 5

8’Da
5|

3

ba Jid

5

e
|

.

4
F_

3

e .

>
=

3

1

1.

Iy

s

w

J

pe

22

N |
17 4

y

1

4

e Sl

8’0a

[H12Y

Iy

e =~ 1 1

Ll

Y 1D he

4

il

r

hg = o F 11

T

[

Vil

e

®

[ 7.0
<

Exercise R3: 3-1

=30-110 54 5

Al

1

54

4

45

1
beh

b

:

b

prEpnNrmlmrMivy

s

5

4

5

/P pppryl

3




13

5 4 5

5 b ) : g ﬂ&%éiéiéiéié#éi;,Jiéféivué

F I : I Ei. I; IP I I i
:)V ! 1 I2NI1 !2 | 0| I1 - | 1
7.nf.b'".=b— —_— _.4__bh LFL b_La

b | |
AN V4 1
oJ

|1 A 5 4 5 4 5 |

5|
o bE S g A1 o bd Aty 28 L dd J o< Do
A —_ £ e F H
H— ' ! ! H
oJ

| 45 4 5 4 5 4 5 3 5 F T

5 35 4 35 4
10 4 b
PPt orienKesPor SEAPNERE, orslorirsinsmralern
a - ™ T F I I L} D
s >— I - ] 1 e - - -
NSV —— e o e i 1
o 2 : 2 | | | |

1 2
3 5 4 35 4

c
N
m
i
—TeNL
—u‘ﬁ_
T4
17| [
|
-
|
ml
|
|
TN
e
TN

3 5 4 3 5 4 3 4 3 3 4 3
4 5 5 5 5
> > — ]
[ £, W4 = el 1 e 1 1
ANV 4 1 I IF IF | I 1 1 1
oJ 2 1 2 1

4 5

N rerrerrelsrPreresrIrelyr

e
|
|

2

ey rrrPrrrr eyl er

’ *




5| 5 b
=y
{es— > Py 4 T 1
ANSV ® ® I It nr r r r ]
) | I A
2 1 3 1 2

TN
[ 19
HL)

N
e

:#P——F_"F 4 : = . Fo s
DA ’ s =i Lt 1
T h#,éhfé,iié:iiﬁﬂ IEsPorSrviE
&> | | 2 —— . e i




15

I

5

b

Exercise R4: 1-3

T

T

gideoodsdeded )l tdldlels

g

Dl

39

- B
Y s
— |
=] =¥]
e H
Bl dRlL
\iE ._+-
m i I A
e "
n |‘_ xx
s ._+
<4 el ,4Lav_
"2 Bl
'
@ Bl
e
vy (el %
o ll- 1
El N |L
H L)
e e
B B,
e e
L)
m |M (1
Nl “|all
By
el e
l” o
\ 28 2|IW |L [ 18
e Aehs




15 5 ool If Il | |
e e A |
) i ) 21 4 J— hcl-
\\J ) -J— b£ -r-J—-' hé‘-'-J— l“l' —
5 "iiuihi.aﬁ'gf”,
o BT =
' o o o eErlrfrfrrer eErlrfetrtrt
th:! I; r 1 1
%MVV = 12

iF 1 1 1 1
B

N
P

N
‘_\

)

ey

-
N
[ I
L) x'tl_
{ Y
1o &

e
e
L)
e
19

)

Y

e
e
19
L)
e




17

<
F

¥l

J
o

D!

w T Q

3
38 5
[l
4. W

= 1 = [ = | = [ = [ = 1

3—1 Inverted

Exercise R5:

5 4

30—1105 4 5

Al)

rpPrryrrPrrPrriPeD
F

.

4 53 5

4

2.

4

Rl

Rl

) i

Rl

Rl

$ A

Rl

—$| (el

iy Yyryry

[ £.. W4 1K
<




o

4

o

5
4

3

“yrirsPrrirsFmrBrsPurirs

S5

35 4

e sigaess

8’0“77777’ -
bS

1Y
v

Y.

s 5]

4 5 3 5

4

5

4

o

b

:

he-gb

b-

oy jotge Jo e o g

e

5

b

H |
T
P

18
10
14
(&

4 3

3 2

(@)

2 4

cheabarics?

16 5

b

he

he

5 4
5] =

19

b Jﬁjbﬁj;

0
[ /.. VW4 1D
<

he

b

F_

e o le

4

bee

H |
7
7t

S

20

B

-

Bl

Bl

®

i

.

b

s

.

o

3 5 4

-

d 2 ahe Jbe Jbkd Jbe Jie

4 5 3 5

IppByE:

o

J

b

5 4
4h_

o

8’0a
5

o=

b

b

he-gb

b

b

5
> ——

23
h'|




19

Y feil syt ede o e atd]d Jd il ]I d] i M Wi

(b o » e R - 4 4
J 5 — i s L i { N R
3 5 4 s 5 4 - . ]

5|
7 ke jege Jedd | o435 5
H o be . R .
i ’ E E = 2 S
2 3
1 2 1 5
D'| ! \
5 4
N 484l e g e e e, did])e Jd 0]l s i M Wi
'@'b £ £  — i Fo—T 2 . ———
v T | ' | T 1 £ ]
41 3 5 4 3 5 4 4 5 4 5
R —— N =k 5
I I I I I T
| o w7 =
[ L 1 |1 |3 |1 ? Ig
2

Exercise R6: 1-3 Inverted

e
T

L)
e
e
L)
L)
e




20

(o
:—_.
LA XS
BL )
L)
BL )L . Y
PL ) -
o[ [_de
[ Y
L)
R E
i)
[ Y
L )
9| (o
'lbc_
[
||

i)
e
L)
L)
L)
e
L)
L)
e

»
»

L)




rehe ~ “he 4
HevyE o VI

L)
L)
e
L)
L)
e

Gb T L, He——
ANV 4 &1 | et | I | 1 | et |P|I T 1 1] L ! 1] L bl I
oJ === ==y == == === ) === ===
1 2 2
4
40 4 , 3 5 4 3 2 2
> , 9] ! | | ! ! 42 I | L
ilg]i i 1 0] 1)
ANV » oo _90_90_90_»0_»0 @ 77 Y ST el ol a1 1
¢V e e e = T PO LY 17 LT LD
4 5 4 5
42 5
\'”'V v a
ANV ——9 ol O Nl i |
oJ  —— ====E==NN
N 5

Exercise R7: 3-2

4

e —r—Fr —F— f

IipwEFrrDrrPrrPrnD
e —,—

oJ

P ]
= |
| 1

L)
L)
e
L)

%m t
' -
| ,
. l
T®|
|
T (%
(.




22

3




23

P .

Dd 1T DE e DD Le 1T

“ i. "2bea e o be i. 9od b3 2.0 S0 314 403 St dbd I
= = = -




24

» 3 5 4 3 5 4 4 5 4 5
A | 5 . [ ° 5
Y] 14
E;Er g 3 3
Exercise R8: 2-3
):30—100 5 4 s is 4 (1 5 4 5
4 4 - b b 4
Ferrir e ' 2
J 1=2=_== =2=—==
|2. . s 5 5 5 4 5
s = 1153 ]s IR LI fisw
; Tete®2, |22 _* " e "2
2 1 2 1 2 2
A5 4 |1~ 5 4 5 ||2 5 3 5
s ek _l_if 2 e ey be A bel) 1 g bd, A .
} - — — 2 — — 2 — — — — 2 = — I _IV _I
@b I T T T
o) 2 1 2
P
1 [ Il
5 4 5

Q=

\

2be Jie o be ghe
R ]

=1

12



5 4 5

20h 'J‘ '_bé -J'- hi-'—-ﬂ— bi -J- hé Ry
pu b fe ettt i

" — —
N b |l T T
e ' : ——=———mm
ANIV4 |
D) 2

|2 5 35

NN L
(e
L=

i

d
J‘:
)

[1 &= 1T = = 4

D@ T & & o ol o |

[ 1 1T 1T 1 T &7 =TI * [ 1 4
] ol | ] L 1]

4 5 4 5 . 82 3" 5 4 oo 1
. c]

! 7 I|= |= |= IFI FI I I 1 1 1
D — = e e e
8’17(17,1 77777777777 ; 777777777777777777777777777777 a
3 4 3 4
B gy T , Dl £ top @ 0 bl ; s

4 " 3 5 4 4 5 4 5
40 3 5 4
. i s s s I — — — I T — g
3
%1 2
Exercise R9: 3—-2 Inverted
J\=30-1005 . s
4
e » =& 2 2 2 —
D) 2=1== —————

L)
e
T

ﬂ;
:




26

|1 54 5 ||2 5 4 5 4 53 5
4 4 b 4
- - - Y - - - - 7]
1 1 1 | = = | 11 | 1 1 1 1 | = | | |4_
O R —— : ' : ' e ——— —— : ' i :
1

5 4 5 5 4 5

6 il&iéiigéiiié beel® & 8 o ¢ 2 @ Sle Jbe ohd Jhe die
S o b e e e e e e .
i : e : ; : —

J

|; 5 4 5 |
9 b b b b be A
h be = = 2 ke e 2 e g = .
W b e) | | | | F F !Ei
J

|2 5 4 5 3 5 g~ T T T T T T T T T T T T TS T m T
o IR SIS TS TR | S
@_40 - ' ' ' S == = i 2 e

el N

®

|

|

.

|

|

ﬁ_ c‘:

1l

u |

lt_ l

A
BT
L) |
Bk )
L)
L)
2
Y

—.%

19 ﬂbiAhiAbiihiAbilhiibilhilbiihiibilhi
o 2 o 2 ! ud F ua ! i = ud I

fu i




TS| [

L)

w5 O g #j.jﬁ J
— T ————o—
e '




28

3 5 4 4 5 4 5
41 3 5 4
A | | > 5
L] —
1 g 2

Exercise R10: 2-3 Inverted

5 4 5 25 2 [1. 5 4 5
4 4
— o _9_
- - o | - - o | * | el | e - - o 11
e |l | I I F e el | I 1 I B |aCN N |
Il 1 1 I I Il 1 1 ﬁﬁ EE Il 1 [ 1 |
oJ [=—E——| =—————|
21 2

nJLE

5 4 5
3 4 3 3 4 3 2 4 3 2 4 3 3 1 4 4 1 5
5 : pt e e ey B T
b pheie 8 ertrie ey Spe e p 0 55 Lottt
o = 1=2==EH B T I —
5 4 5
209 v ber— 'J--'hi i I’LLILL h:L I#_
@b r r rl I I i Il
D) 2




29

<4 4J d

he

30

o

0l g ud

|
o

0T~

<

hﬂ_ﬁr‘[

D!

[l

h

33

37
40

4 5

4

Exercise R11: 4-3

5

25-58 54

Al)

5 4 5 38 5

4

5

0
Cal |
Il |

Y 1 DIl

[ .. WL
ANV
oJ

54

3

5 4

3

10



3 4
13 5
(o~ = e e . .

777777777777775 77777777777 ; 7777777777777777777 5 4
“ P == ===
g === L tF -
s |l 8s_5 a4 5 5 s
27
L4 Py Py > > ot T ul
£ S S H— g I
2

32

9| 1%
-y |8

BT

19

L)

e




31

L)
e
L)
e
19
e




32

[1®
L)
[1®
L)
[1®
L)
[1®
L)
[1®
L)

[1®

L)

L)

.
19 bJ ¢ Jhe o hd 4 be be ¢ 4 be e 4 be o
e Py Pry P L) L L iE,

0
I\MV | 1 1 | | | 1 | | | 1 | | | 1 | | | 1 |

1 2

5

4

5

2 ahebd d e Ldbe, J e dbe e, 2 be d ke Jbd o hd 4 be die




33

: £ LI
A e e e e e e

3 5 4 3 5 4
30 he - - - . - -
IFIPIFIFIFIFIFIf” . 2 . 2 2 2 2 |




34

L)
e

L)
e

L)

e

4

e

L)




35

Part II: Left Hand

Exercise LO: Preparation With Smaller Intervals
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2-2 Inverted
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Exercise LL11: 4-3
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Exercise LL12: 3—4
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