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CHAPTER 1 

Introduction 

I believe that it is crucial for intermediate- and advanced-level piano students to 

develop a strong technical foundation. It is important to develop these skills as early as 

possible, because unhealthy habits are difficult to break. While many teachers may provide 

students with exercises such as the ones by Hanon and Plaidy, which can be good sources for 

improving fundamental technical skills, they are often mechanical finger exercises with 

repetitive patterns that are uninspiring for the students. It is difficult to find etudes at this 

level that are musically interesting. However, with Heller’s Studies, intermediate- and 

advanced-level students can learn to project emotional and musical ideas while at the same 

time developing necessary technical skills. In this paper, I discuss Heller’s three sets of 

Studies, Opp. 45-47, to explain why they are so valuable in helping students to build their 

technical resources along with their musical sensibilities. 

Stephen Heller was a prominent Romantic composer who wrote much beautiful piano 

music but who did not attract public attention like his friends, Chopin and Schumann. Except 

for the work titled “Avalanche,” his Romantic pieces are relatively unknown in the U.S. and 

in my native country, Korea, as compared to the etudes of Czerny and Burgmüller. Heller 

wrote many collections of studies for students—Opp. 16, 45, 46, 47, 90, 96, 116, 125, and 

138—but the Studies Opp. 45, 46, and 47 are Heller’s most useful pedagogical materials for 

intermediate and advanced students because of their appropriate length and difficulty. 

Moreover, some of these studies make entertaining recital performance pieces and serve as a 

good preparation for playing the Romantic masterpieces of Schumann, Chopin, and 

Mendelssohn. Therefore, Heller’s Studies are a rich new source of repertoire that deserves a 

wider audience. 
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CHAPTER 2 

A General Introduction to the Life and Works of Stephen Heller 

Early Life 

Stephen Heller was born in Budapest, Hungary on May 15, 1813. As a child, Heller 

showed a talent and passion for music and began to take lessons with a Bohemian bandsman.  

He played his debut recital at the age of nine, performing a concerto by Dussek for two 

pianos with his teacher, M. Franz Brauer. A few years later, he went to Vienna to study with 

Carl Czerny, a decision Heller’s father fully supported even though the family was poor.  

However, Heller had only a few lessons with Czerny because the lessons were so expensive.  

Instead, he studied with M. Antoine Halm, who, according to Hippolyte Barbedette, “was 

famous at that time in Vienna, not only as a good musician, but as one of the few friends of 

Beethoven, who had a very high regard for him.”
1
 

Stephen Heller’s Music 

Although Heller was Hungarian, his name is of German origin, and from 1829 until 

his death he wrote more than 160 published compositions for pianoforte in a characteristic 

German style. Arthur Alexander states that “Heller’s life was a sad one of loneliness and 

poverty. He lived almost entirely for music, in a poetic world of his own imagination.”
2
 

Along with his passion for music, young Heller had a love of artistic literature. He enjoyed 

poetry so much that his first compositions consisted of numerous lieder settings of lyrics by 

Goethe, Heine, Rückert, and other German poets.
3
 Also, Heller loved Beethoven, Mozart, 

                                            
1
 Hippolyte Barbedette, Stephen Heller: His Life and Works (Detroit: Detroit Reprints in Music, 1974), 2. 

2
 Arthur Alexander, Introduction to Stephen Heller: Twenty Miscellaneous Studies (England: The Associated 

Board of the Royal Schools of Music, 1962), 2. 
3
 Ronald Earl Booth and Matthias Thiemel, Grove Music Online, s.v. “Stephen Heller.” 
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and Haydn, and he called Mozart “pure as a flower, beautiful as a tree.”
4
 Heller met many 

legendary composers including Beethoven and Schubert through his friends and through 

Halm, and his music was influenced by their music. 

Heller’s Connection to Other Romantic Composers 

Heller was also enamored with the music of Chopin and Mendelssohn. He had a deep 

friendship with Chopin, whom Heller met during his concert tours through central Europe.  

Heller’s compositions resembled Chopin’s in forms and genres. Barbedette explains that 

“(e)xcept for the Concerto, Trio, and Mazurka, Heller has attempted the same class of 

Chopin’s compositions – Study, Prelude, Sonata, Scherzo, Impromptu, Ballade, Nocturne, 

Waltz, Tarantella, and Polonaise.”
5
 Alexander also mentions that “(e)xcept for a few violin 

pieces and two sonatinas for cello and piano, of which all trace is lost, Heller’s entire output 

is for piano.”
6
 This preference for the piano is likewise reflected in Chopin’s compositional 

output. Moreover, both Chopin and Heller were lovers of poetry. However, Heller’s music is 

more intimate, unlike Chopin’s, which is sometimes characterized by more bravura writing. 

William Wager explains that Heller began touring at the age 13 but that by the age of 

17, he was completely worn out. Heller described this as “five murderous years, a nomad life, 

restless, hopeless, aimless.”
7
 Heller began a career as a teacher and a musician at Augsburg 

and remained there for eight years. During that period, he developed a profound relationship 

with Schumann. Schumann asked Heller to become the Augsburg correspondent for his 

journal, the Neue Zeitschrift für Musik, from 1836 through 1838. Andrew Fowler states that 

“Schumann not only thought of Heller as a fine critic and fellow soulmate as far as literary 

                                            
4
 Isidore Philipp and Carl Engel, “Some Recollections of Stephen Heller,” The Musical Quarterly 21 No. 4 

(1935): 434. 
5
 Hippolyte Barbedette, Stephen Heller, 19. 

6
 Arthur Alexander, Introduction to Stephen Heller: Twenty Miscellaneous Studies, 2. 

7
 Willis Wager, Preface to Stephen Heller, Thirty Progressive Studies, Op. 46 (New York: G. Schirmer). 
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and music concerns, but enthusiastically embraced his compositions.”
8
 This fact is 

interesting because Heller never personally met Schumann throughout his life. Nevertheless, 

many of the Heller studies discussed in this paper show the clear musical influence of 

Schumann; for example in the use of many non-tonic beginnings, in the rhythmic ambiguity 

of many passages, and in his preference for character pieces. In fact, Schumann included 

Heller as a member of his imaginary Davidsbund society. 

Heller’s Later Life 

Heller subsequently traveled to Paris from Augsburg and in the next six years, became 

well known as a musician. He lived in Paris for the rest of his life, about fifty years. Wager 

states that in Paris, “he was in intimate contact with many of the leading musicians of Europe 

– Chopin, Berlioz, Halévy, Alkan, Panofka, David, Wolff, Seligman, and a whole group of 

musicians centering around Karl Hallé.”
9
 By interacting with these composers in Paris, 

Heller’s music became more mature and successful. Unfortunately, Heller was a passionate 

cigar smoker, and it affected his vision. He eventually went blind beginning in 1884 and died 

in Paris, France on January 15, 1888. 

Heller’s Studies 

Heller wrote over two hundred studies for piano – Opp. 16, 45, 46, 47, 90, and 125, 

which each contain many pieces, and Opp. 96 and 116, which contain only one each. The 

Studies, Opp. 45, 46, and 47 written in Paris in 1844, are the most useful for teaching 

intermediate and early advanced students. In this paper, I will discuss the three Studies in 

reverse order of opus number, beginning with the Twenty-Five Studies for Developing a Sense 

for Musical Rhythm and Expression, Op. 47 and continuing with the Thirty Progressive 

                                            
8
 Andrew Fowler, “Robert Schumann and the ‘Real’ Davidsbündler,” College Music Symposium 30 No. 2 

(1990): 4. 
9
 Willis Wager, Preface to Stephen Heller, Thirty Progressive Studies, Op. 46. 
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Studies, Op. 46 and Twenty-Five Melodious Studies, Op. 45. This is because Op. 47 was 

written as an introduction to Op. 46, and Op. 46 was written as an introduction for Op. 45.
10 

Some pieces of Op. 47 are more difficult than some pieces of Op. 45 or Op. 46. However, in 

general, Op. 47 contains shorter and easier pieces than Op. 45 or Op. 46. Heller divided each 

opus into several books, for a total of eight books. This organization allowed students to 

purchase a small book if they only wanted to play a few of the pieces. 

Sets of the Studies Volumes Numbers 

Twenty-Five Studies, Op. 47 Book 1 Nos.1 – 13 

Book 2 Nos. 14 – 25 

 

Thirty Progressive Studies, Op. 46 

Book 1 Nos.1 – 11 

Book 2 Nos. 12 – 18 

Book 3 Nos. 19 – 30 

 

Twenty-Five Melodious Studies, Op. 45 

Book 1 Nos. 1 – 9 

Book 2 Nos. 10 – 19 

Book 3 Nos. 20 – 25 

Figure 1. The Books in Heller’s Studies, Opp. 45-47 

Difficulty Levels of Heller’s Studies, Opp. 45, 46, and 47 

In rating the Heller’s Studies, I use the 10-stage leveling system developed by Jane 

Magrath in her book, The Pianist’s Guide to Standard Teaching and Performance Literature. 

11
 

LEVELS EXAMPLES OF REPRESENTATIVE LITERATURE 
 

Level 1 Bart ́k, Mikrokosmos, Vol.1 

Level 2 Türk, Pieces for Beginners 

Level 3 Latour, Sonatinas 

Kabalevsky, Pieces for Young People, Op. 39 

Level 4 J. S. Bach et al., Anna Magdalena Bach Notebook 

Gurlitt, Album for the Young, Op. 140 

Tchaikovsky, Album for the Young, Op. 39 

Level 5 J. S. Bach et al., Anna Magdalena Bach Notebook 

Attwood, and Lynes, Sonatinas 

Menotti, Poemetti 

                                            
10

 Hippolyte Barbedette, Stephen Heller, 80. 
11

 Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature. (CA: Alfred, 1995), xi 
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Level 6 Clementi, Sonatinas, Op. 36 

Burgmüller, 25 Progressive Pieces, Op. 100 

Level 7 Kuhlau, and Diabelli, Sonatinas 

Bach, easier Two-Part Inventions 

Dello Joio, Lyric Pieces for the Young 

Level 8 Bach, Moderately difficult Two-Part Inventions 

Beethoven, easier Variations sets 

Field, Nocturnes 

Schumann, Album Leaves, Op. 124 

Schubert, Waltzes 

Level 9 Bach, Easier Three-Part Inventions 

Haydn, Easiest Sonata movements 

Mendelssohn, Easiest Songs Without Words 

Chopin, Easiest Mazurkas 

Level 10 Bach, Three-Part Inventions 

Chopin, Easiest Nocturnes 

Beethoven, Sonatas, Opp. 49, 79 

Mozart Sonata, K.283 

Muczynski Preludes 

Figure 2. Jane Magrath’s 10-Stage Leveling System 

 In my opinion, the pieces in the three Studies range in difficulty from levels 4 

through 10. Magrath cites the Anna Magdalena Bach Notebook of J. S. Bach and the Album 

for the Young, Op. 39 by Tchaikovsky as examples of pieces that are in level 4, and the 

easiest Chopin Nocturnes and Mozart’s Sonata, K. 283 as examples of pieces in level 10.
12

  

This is repertoire that is appropriate for teaching intermediate- to early-advanced level 

students. I agree with William Westney that “Heller’s etudes provide excellent stepping-

stones to the great romantic works of Chopin, Mendelssohn, and others, and they have that 

always-delightful quality of sounding rather brilliant without actually being too difficult.”
13

 

In comparing Heller’s etudes with those of his contemporaries, Jan Vermeulen states that 

“(i)n addition to dexterity, which lies at the heart of Czerny’s approach, Heller also deals with 

various pulse and arm techniques, legato and staccato playing and not least tone formation 

and the art of phrasing. All those elements cause his etudes to bear a close resemblance to the 

                                            
12

 Jane Magrath, The Pianist’s Guide to Standard Teaching and Performance Literature, xi. 
13

 William Westney, Performance Notes to Stephen Heller’s Selected Studies, (New York: G. Schirmer, 2005): 5. 
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German romanticism of Mendelssohn, Schumann, Brahms, and other composers, and 

therefore they are ideal for pianists preparing themselves to perform the oeuvre of those and 

musically related masters. But in view of the technical versatility and high musical quality of 

these etudes they are also the ideal run-up to the virtuoso etudes of Chopin, Liszt, and other 

composers and therefore they may be an important line in the training of any pianist.”
14

 

Except for some large pieces in Heller’s Studies, the figurations can be managed by small-

handed students, the textures are simpler and thinner than in other Romantic masterpieces, 

and the difficult passages are not very lengthy. Despite the lesser degree of difficulty and the 

smaller dimensions of Heller’s Studies, many of the pieces present rich musical delights 

much like other masterpieces of more difficult levels, so they are excellent recital 

performance pieces. Therefore, Heller’s Studies are highly admirable teaching pieces that 

allow students to build up their musical sensibilities and emotional creativity while 

developing their technical expertise at appropriate levels. 

Titles 

One of the most interesting aspects of Heller’s Studies is that every piece has a title or, 

in some cases, several titles that were provided by the various editors and publishers of his 

music. These picturesque titles help young students to think about the emotional ideas and 

moods conveyed by the music. Heller’s Studies are extremely diverse in tone, genre, and 

form. Even though Heller did not provide the titles himself, he loved poetry and literature and 

was undoubtedly inspired by extra-musical sources. Due to that fact, his Studies are more like 

Romantic character pieces rather than the etudes of his day, which simply focused on finger 

exercises. 

Because the titles were not given by Heller, they are different depending on the 

                                            
14

 Jan Vermeulen, Stephen Heller: Piano Studies Etuden Opp.45, 46, and 47, CD Liner Notes. Sint-

Martinuskerk Haringe, (Belgium: Brilliant Classics, 2004): 3. 
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edition, and some editions do not provide any titles at all. William Westney mentions that 

“the same piece that is called “The Avalanche” in Schirmer’s edition appears as “Goblin’s 

Frolic” in another edition.”
15

 Also, the study called “Novelette” in the G. Schirmer edition 

appears as “Torrent” in another, “At Sunset” appears as “Gaily We Skip Along,” and “The 

Merrymakers” appears as “The Wild Surf.” For this paper, I use the G. Schirmer edition 

because this edition includes expressive titles for every piece without exception and because I 

find their titles more appealing than the ones found in other editions. However, teachers can 

encourage their students to make up their own titles which reflect the evocative musical ideas 

they hear in the music.  

Figure 3 is a part of the original score of Prélude à Lili by Heller from the book, 

Stephen Heller: His Life and Works by Barbedette. It shows that Heller indicated numerous 

articulations, dynamics, tempos, and pedal markings carefully in his scores, although he 

included no fingerings. However, the Schirmer version includes many additional editorial 

suggestions, including appropriate fingerings and more detailed pedal indications, and 

metronome markings, to help students to play the music. Of course, the music of the 

Schirmer edition is hard for young students to read because the print is so small. However, 

the edition is useful and affordable because it provides all eighty pieces of the three Studies as 

an entire set. 

  

                                            
15

 William Westney, Performance Notes to Stephen Heller’s Selected Studies, 5. 
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Figure 3. Heller’s original score of 32 Preludes, Op. 119, No. 6 
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CHAPTER 3 

Analysis and Pedagogical Suggestions for Teaching Selected Studies 

 Many pieces in Heller’s Studies, Opp. 45-47, include a variety of technical issues that 

are necessary for young students to learn. In Appendices 1, 2, and 3, all 80 pieces of Heller’s 

Studies, Opp. 45-47 are listed by titles, levels, keys, meters, and technical topics. However, in 

this paper, I discuss selected studies that deal with the most significant technical topics for 

young students; they are listed in Figure 4.  

Main Technical Topics Levels Heller’s Works Technically Related Masterworks 

A. Scales and arpeggios 4 Op. 47, No. 1 Schubert, Impromptu, Op. 90 No. 2 & 4 

Mendelssohn, Songs Without Words, Op. 

19 No. 1 

Chopin, Etudes, Op. 10 No. 1, 2, & 8 

Chopin, Fantasie-Impromptu, Op. 66 

6 Op. 45, No. 2 

7 Op. 45, No. 18 

9 Op. 46, No. 12 

10 Op. 46, No. 29 

B. Articulations 6 Op. 47, No. 3 Mendelssohn, Songs Without Words, Op. 

102 No. 3 

Liszt, S. 162 No. 3, Tarantella 
7 Op. 46, No. 7 

C. Repeated notes  7 Op. 46, No. 23 Mendelssohn, Songs Without Words, Op. 

30 No. 4 

Rachmaninoff, Prelude, Op.23 No.5 

Liszt, La Campanella 

8 Op. 45, No. 14 

D. Held notes 6 Op. 46, No. 2 Chopin, Etude, Op. 25 No. 1 

Liszt, Liebestraum No. 3 8 Op. 45, No. 9 

E. Projecting melodies 

over accompanimental 

patterns 

6 Op. 47, No. 14 Mendelssohn, Songs Without Words, Op. 

30 No. 6  

Schubert, Moment Musicaux, No. 3 

Brahms, Capriccio, Op. 76 No. 2 

Chopin, Nocturne, No. 20, Op. posth 

7 Op. 45, No. 20 

9 Op. 46, No. 28 

F. Waltz-bass patterns 7 Op. 45, No. 13 Chopin, Waltz, Op. 69 No. 2 

Chopin, Mazurka, Op. 33 No. 2 

G. Big chords and 

leaps 

8 Op. 47, No. 18 Brahms, Ballade, Op. 10 No. 1 

Rachmaninoff, Prelude, Op. 3 No. 2 

Chopin, Polonaise, Op. 44 
9 Op. 45, No. 15 

10 Op. 45, No. 25 

H. Developing artistic 

narrative skills 

7 Op. 47, No. 5 Schumann, Papillons, Op. 2 

Schumann, Kinderszenen, Op. 15 9 Op. 47, No. 25 

 

Figure 4. List of Selected Studies According to Technical Topics 
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These selections are based not only on their technical relevance, but also for their 

appeal to this age group. Because many pieces address many technical topics instead of just 

one or two, students can learn several musical and technical concepts by studying each piece. 

However, I listed selected studies according to the most important topic that is emphasized in 

each piece. I have chosen eight main technical topics: scales and arpeggios, articulations, 

repeated notes, held notes, projecting melodies over accompanimental patterns, waltz bass 

patterns, big chords and leaps, and developing artistic narrative skills. I also rate the levels of 

the pieces according to Jane Magrath’s 10-stage leveling system and list technically related 

masterworks that teachers can assign to their students to develop the specific technical topics 

in their future learning. 

A. Pieces for Scales and Arpeggios 

Op. 47, No. 1, Allegretto 

 

Example 3A.1. Op. 47, No.1, mm. 1-5 

Op. 47, No. 1, Scampering is the easiest of all the pieces contained in Opp. 45-47. I 

rate it at level 4. The main technical issue is how performers can play beautiful, lyrical 

arpeggio melodies that are shared between the hands. Many slurs are indicated in the score. 

Students can learn to develop a smooth and lyrical sound by making smooth up and down 

motions with the wrist in coordination with the slurred phrasings. 
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Example 3A.2. Op. 47, No.1, mm. 15-20 

From measures 15 to 19, there is one long phrase in the right hand. As in many other 

pieces in the Studies, Heller indicated crescendos for ascending phrases and decrescendos for 

descending phrases. With this suggestion, Heller helps students learn to create attractive 

phrase shapes through the inflection of the dynamics. 

 
Example 3A.3. Op. 47, No. 1, mm. 30-36 

The scales in the last part help students communicate the idea of the title, Scampering. 

In measure 30, the hands play upward scales in unison, but at measures 31, 32, and 33, the 

scales are in parallel thirds and sixths. The physical sensation of playing these various scales 

suggests chasing or running after someone. 

 
Example 3A.4. Pischna’s Exercise No. 39, mm. 1-3 

As a follow-up, Pischna’s exercise No.39, which combines scales in unisons, thirds, 
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or sixths with scales in parallel or contrary motion, can be one of the best exercises for 

students who want to improve their finger control while projecting a beautiful tone. By 

playing scales in thirds and sixths instead of in unison, students can more easily hear whether 

their rhythm is even in both hands and whether the scale sounds beautifully balanced. 

Additionally, practicing with altered rhythms, such as dotted rhythms, reverse dotted rhythms, 

or rhythms with combinations of long and short notes (an eighth note followed by sixteenth-

note triplets, for example) is surprisingly helpful for developing evenness. 

Op, 45, No. 2, Allegretto 

 
Example 3A.5. Op. 45, No. 2, mm.1-7 

 Op. 45, No.2, L’Avalanche, is the most famous piece in Heller’s Studies and is 

included in virtually every selected edition. The long triplet passages can be played with one 

hand, but Heller wrote them for alternating hands. Thus, it sounds harder than it actually is, 

and I rate it at level 6. Andrew Hisey suggests that “(student should) feel the triplets surging 

forward to the accented half note and staccato chord ‘exclamation point.’”
16

 In my opinion, 

these triplet passages reflect the sound and forward motion of an avalanche. However, 

alternate images might be evoked by the title for this piece provided in another edition, 

namely Goblin’s Frolic. In this case, the main motive might tell the story of goblins at play. 
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Example 3A.6. Op. 45, No. 2, mm. 33-40 

The scale of the left hand in measure 33 goes up to the accented Bb on the first beat 

of measure 34, and the top notes of the right hand continue in an upward direction for another 

octave to the high Bb in measure 36. The top melody can be connected smoothly by using the 

fingerings, 3, 4, and 5, and the repeated bottom notes of the chords should be played more 

lightly. 

Hisey states that “(a)n awareness of four-measure groupings throughout will give 

rhythmic organization.”
17

 Thinking about four-measure units can help students draw out 

longer lines in their playing. Also, students should be careful to avoid over-accenting the 

right-hand thumb which is in the middle of each phrase.  

 

 
Example 3A.7. Op. 45, No. 2, mm. 77-89 

Moreover, playing measures 77 to the end as one large phrase would give the ending 

a vivid dramatic tension and prevent it from seeming anti-climactic or superfluous. I suggest 

that the students continue a sense of motion through the rests at measures 86 and 88 and 

avoid physical motions that communicate a sense of stoppage. 
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Op. 45, No. 18 

Students can learn to project beautiful scale passages of the right hand, especially 

descending scales, by playing Op. 45, No. 18, Impatience. I rate it at level 7. This piece 

features a variety of musical materials in interesting rhythmic and dynamic combinations. 

While the left hand plays waltz accompaniments in a strong-weak-weak pattern, the right 

hand enters with an upbeat and moves to an unexpected accent on the third beat. The dynamic 

marking for the G-minor chords in the first two measures is p, but the marking for the 

diminished sevenths in the next two measures is f. Teachers may encourage students to play 

the right-hand melody of the first two measures with a much smoother and lighter sound, and 

the melody of the next two measures with a more articulated and intense touch on individual 

notes to bring out the expressive contrasts. Westney states that “(t)he stormy mood adds 

exciting drama.”
18

 The dynamic and harmonic contrasts make the title of this piece, 

Impatience, more persuasive. 

 
Example 3A.8. Op. 45, No. 18, mm. 1-6 

Moreover, Heller often writes right-hand and left-hand parts that are not phrased in 

the same way. In the third beat of measure 29 in the right hand, the phrase begins with an 

articulated upbeat, but in the left hand, the phrases end and begin with the indicated bar lines. 

Projecting these details can be complicated for young students, but they make Heller’s piece 
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more interesting. 

 
Example 3A.9. Op. 45, No. 18, mm. 25-32 

The long spun-out scale passages of the right hand resemble the beginning phrase of 

Schubert’s Impromptu, Op. 90 No.2. Both pieces show charming lyricism in a lilting triple 

meter. However, Heller’s phrases are much shorter than Schubert’s, and his passages are more 

comfortable for young students to play. Therefore, Heller’s Op. 45, No. 18 is an excellent 

preparatory work for playing this famous Schubert Impromptu. 

 
Example 3A.10. Schubert’s Impromptu, Op. 90, No. 2, mm. 1-9 

 The charming beauty of Heller’s Impatience emerges from its many contrasting 

musical elements, but Schubert’s Impromptu unfolds in one long, drawn out expression.  

Op. 46, No. 12 

Op. 46, No.12, Shimmering Waters, is a piece for practicing descending arpeggio 

passages and ascending chromatic scales in the right hand. Because playing the arpeggios and 

chromatic scales throughout is challenging for young students, I rate it at level 9. 

 
Example 3A.11. Op. 46, No. 12, mm. 1-3 
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Example 3A.12. Op. 46, No. 12, mm. 7-8 

 

Like Schumann, Heller often uses non-tonic beginnings. This piece is in D major, but 

it starts out of the dominant chord, moving to the tonic in the second inversion, in measure 2, 

and finally arriving at a root position tonic chord at the cadence only in measure 8. 

For the continuous descending arpeggios and ascending chromatic scales of the right 

hand, facing the hand in the proper direction is helpful. For example, in measure 1, students 

may play the descending right-hand passage with the hand slightly deviated to the left so the 

fingers can cover the notes of the arpeggio ahead of time. In measure 2, the direction of the 

deviation can be changed to the right so that the thumb and longer fingers of the hand can 

reach and play the chromatic scales more easily. Both approaches help students prepare for 

upcoming notes and make it possible to project more expressive musical shapes and smooth 

legato phrases. 

There is no time for the right hand to rest, so students should incorporate musical 

rubatos, breathing spaces, or moments of relaxation between the phrases in order to avoid 

fatigue. For example, in measure 8, a long phrase ends with an ascending arpeggio passage in 

D major. Ascending passages are often associated with crescendos in this piece, but because 

this arpeggio marks the end of an important cadence, students can play it with a decrescendo 

and take a deep breath before moving to the next passage of measure 9. This gives the arm a 

short rest. 
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Example 3A.13. Op. 46, No. 12, mm. 29-32 

Moreover, from measures 30 to 31, teachers can suggest that students add an 

expansive ritard in order to prepare the return of the main theme in measure 32. This is not 

only good for alleviating fatigue, but also reinforces the musical form. In addition, it teaches 

students good lessons about rhythmic inflexion, namely that musical rhythm involves flexible 

rather than mechanical tempos. 

 
Example 3A.14. Op. 46, No. 12, mm. 17-20 

 

From measures 17 to 21, the melodic focus shifts. The left hand plays a scalar melody 

moving from D to C#, and B, and then skipping up an octave to B before settling on A in the 

third beat of measure 18 (Example 2.14). The scalar melody continues in a similar fashion 

downward through A, G#, and F#, finally coming to a rest on E in measure 20. The 

descending melodic lines of the left hand, from D to A and from A to E, create beautiful bass 

voices. Here, the dynamic marking indicates f, but students may play the right hand p and the 

left hand f in order to maintain a good balance of sound between the hands. 

 
Example 3A.15. Schubert’s Impromptu, Op. 90, No. 4, mm. 1-3 

The shape of Heller’s arpeggio passage resembles the beginning of Schubert’s 
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Impromptu, Op.90, No.4 in Ab. Schubert’s arpeggio is more challenging for students to play 

because repeated notes connect each segment of the arpeggio. Studying Heller’s Shimmering 

Waters in conjunction with several pieces that I suggest in Chapter 3C for practicing repeated 

notes can be an excellent stepping stone for playing this Schubert Impromptu. 

Op. 46, No. 29 

 
Example 3A.16. Op. 46, No. 29, mm. 1-2 

Op. 46, No. 29 is a piece featuring a beautiful left-hand melody against a difficult 

arpeggiated right-hand accompaniment. The Schirmer edition uses the title Novelette for this 

piece, but the Century Music Publishing edition uses the title Torrent. The rapidly descending 

passages of the right hand are suggestive of the latter; however, I prefer to use Novelette 

because the low melody of the left hand combined with the colorful sounds of the right hand 

tells a beautiful and dramatic story. I rate this piece at level 10 because students are not used 

to projecting melodies in the left hand while playing stretched arpeggios with many black 

keys in the right hand. 

    
Example 3A.17. Four Refrains in Op. 46, No. 29 

  
Example 3A.18. Two Themes in the left hand in Op. 46, No. 29 
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The piece contains a recurring refrain and a contrasting theme in the form Refrain 1, 

R2, Theme 1, R3, R4, T1A, and Coda. The refrain begins in measure 1 and is stated three 

more times with shorter or longer continuations in measures 9, 30, and 36. I recommend that 

students play the four refrains with different dynamics, pedaling, articulations, and feelings to 

show diverse musical emotions. For example, refrain 1 can be played mf, refrain 2 mp, refrain 

3 pp, and refrain 4 f. In particular, students might play refrain 3 very softly with a lighter 

sound color like an echo from afar by using the soft pedal, so that the last climactic refrain 

can be much bigger and fuller in sound. In refrain 4, students can bring up the dynamic 

volume of the right-hand accompaniment and play the notes with an energetic articulation for 

a more orchestral effect. 

Teachers may suggest that students practice the melody of the left-hand part first by 

projecting the top lines with a deep and rich f sound. The right-hand arpeggio passage should 

be even and smooth at a p dynamic. Playing with even rhythm and sound is much harder in p 

than in f. I agree with Westney that “(t)he unusual tonality of D-flat major places many of the 

passages squarely on the black keys; when a player has found comfort and virtuosity there, 

this study has served its purpose.”
19

 While playing the right-hand arpeggios of this piece, I 

suggest that students use a slightly flattened hand position and play with the soft pads of their 

fingers instead of the fingertips. These strategies should enable them to play the black-key 

arpeggios more comfortably and to control the rhythm and dynamics more reliably. 

 
Example 3A.19. Op. 46, No. 29, mm. 7-9 

In many editions, including Schirmer’s, riten. and a tempo markings are indicated in 
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measures 7 and 8, but I believe that they are misplaced. It would make more musical sense to 

put riten. at measure 8, which marks the ending of the first phrase, and a tempo at measure 9, 

which marks the return of the main theme. 

B. Pieces for Articulations 

Op. 47, No. 3 

Op. 47, No.3, Autumn Song is useful for studying complex articulations as well as 

syncopated notes, held notes, and voicing. I rate it at level 6. The title, Autumn Song, is 

inspired by the folk quality of the piece with its simple harmonies, lilting meter, and pedal-

point basses. The descending figures at the beginning and the end remind me of falling leaves. 

For example, this piece starts with the descending motive, E-E-E-C-A, in the right hand while 

the left hand plays an A-minor chord. It can be seen that the C and A are held while the fifth 

finger of the left hand plays a dominant pedal point on the off-beats. This is quite difficult for 

young students to do. Playing held notes will be discussed in Chapter 3D. The grace notes in 

measures 2 and 4 reinforce the image of swirling leaves. 

 
Example 3B.1. Op. 47, No. 3, mm. 1-5 

Heller enjoyed using diverse articulations, mixing staccatos and legatos in his Studies. 

Throughout this piece, articulation is addressed as a technical issue. For example, the right-

hand melody goes up with staccatos in measures 13, 15, and 16 and goes down with slurs in 

measures 14, 17, and 18.  
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Example 3B.2. Op. 47, No. 3, mm. 13-20 

Also, from measure 27 on, the chord melodies of the right hand have slurs ending 

with staccatos on the last notes, but in measures 33 and 34, the chords are played with 

staccatos only. The clearly indicated articulations make the piece attractive with rhythmic and 

emotional gestures. 

 
Example 3B.3. Op. 47, No. 3, mm. 21-14 

 

In this section, there are three different kinds of articulations involving combinations 

of accents, slurs, and staccatos. First, in measures 21 and 23, the phrase starts with the first 

chord of the left hand, but the second beats are marked with syncopated accents. Second, 

beginning with measures 25 and 26, the phrases start right on the first beat. However, 

beginning with measures 29 and 30, the phrases start on the upbeats, as indicated by the slurs 

and staccatos. Measures 25 to 30 can be very challenging because young students have to 

project both the melody and accompaniment at the same time with different articulations.  

Omitting the bottom notes of the right hand and playing only the top melodic notes of the 

right hand with the notes of the left hand can be a good practice technique until students are 

familiar with the articulation. Heller himself wrote that proper articulation is a crucial 

element in performing his works well and that they make his works enjoyable to hear. 
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Example 3B.4. Op. 47, No. 3, mm. 35-50 

From measure 35 on, this piece ends with slurred phrases of two, two, and eight 

measures in length leading to a short 2-measure coda. In keeping with the mood of this piece, 

the pp descending chords may suggest scattered autumn leaves. 

Op. 46, No. 7 

Op. 46, No. 7, Petite Tarantella, shows typical features of the tarantella, such as 

whirling figures and long scale passages interrupted by chords and unison octaves. The major 

technical issue is playing even legato scales in the right hand against the light staccatos in the 

left hand. I rate it at level 7. 

 
Example 3B.5. Op. 46, No. 7, mm. 1-12 

This piece is in E minor, but it starts humorously with a sequence of secondary 

dominant resolutions that do not reach the tonic chord until measure 8. From measures 1 to 8, 

the left hand plays a combination of held dotted half notes against dotted quarters while the 
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right hand plays lyrical rotating figures. After practicing the left hand alone, students might 

practice the right hand with only the long held notes of the left hand. After mastering this, 

then the right hand can be practiced with only the dotted quarter notes of the left hand. After 

students are comfortable with these combinations, I suggest that they start to play all parts of 

both hands as written but very slowly. Students should play the slurred notes of the right hand 

fully legato, but should mark the beginnings of each phrase as indicated by the slurs. For 

example, students should lift their wrists a little between notes B and D in measure 4 so that 

they can start another phrase with the upbeat note, D, even though the left hand carries over 

with the held note, G. 

 
Example 3B.6. Op. 46, No. 7, mm. 17-25 

Heller often uses eight-measure phrases that are divided into two, two, and four 

measures in many of his Studies. This phrase structure is found at the beginning and is clearly 

present at measures 17 to 25 (Example 3B.6). Prominent in this passage are the light legato 

scales of the right hand contrasted against the light staccatos of the left hand; this is the main 

technical issue of this piece. I suggest that students play the three ascending and descending 

passages of the right hand with the given crescendos and decrescendos to make the shapes of 

the phrases more beautiful. Also, students should avoid accenting the right-hand thumbs in 

the middle of these phrases. The left hand can be played very lightly and softly by focusing 

on the top notes of the chords instead of the two notes of the bottom, which are repeated. 
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Example 3B.7. Op. 46, No. 7, mm. 37-57 

Another important aspect is the wide range of dynamics, in which sections of p and f 

are strongly contrasted. From measures 37 to 52 (Example 3B.7), the dynamic markings 

continually change from p for the whirling figures and chordal passages scored for the middle 

register to f for the widely separated unison octaves. By highlighting the contrasts between 

the dynamic levels and by heeding the variety of articulations specified in the score, students 

can make this section the dramatic climax of the piece. 

C. Pieces for Repeated Notes 

Op. 46, No. 23 

Op. 46, No. 23, The Drummer, features rapid repeated notes in groups of four or five, 

and the title obviously was inspired these figures. Because of the difficulty of executing the 

repeated notes at the Allegro tempo, I rate it at level 7. 

    
Example 3C.1. Op. 46, No. 23, mm. 1-3, mm. 6-7 

The best fingerings for the repeated notes are 4, 3, 2, 1 in measure 1, and 4, 3, 2, 1, 2 

in measure 6 as the Schirmer edition indicates. In measure 1, students should initiate the 

sequence of repeated notes by using a quick dropping motion of the wrist and by slightly 
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accenting the fourth finger on the first note and relaxing on the other three notes. While the 

right hand plays the repeated notes, the chords of the left hand can be played softly and 

lightly. 

 
Example 3C.2. Op. 46, No. 23, mm. 19-25 

From measure 21, the repeated notes are scored for the left hand, but I recommend 

that students play the four repeated notes with the right hand. This also makes it easier to play 

the first note of measure 22, A, with the left hand. Measures 21, 23, and 25 are marked f, but 

measures 22 and 24 are p. Students should bring out the extreme dynamic contrasts by 

imagining that the parts in p are echoes of the f sections. 

 
Example 3C.3. Op. 46, No. 23, mm. 45-51 

 Heller’s phrases are often constructed with strong accented chords on the third beat 

that resolve over the barline on the first beat of the next measure. Therefore, new phrases 

often start on the second beat rather than on the first beat of the measure. In measures 45 and 

46, phrases start on the second beat, and the G-sharp diminished seventh chord and the C-

sharp diminished seventh chord on the third beats are accented. The phrases finally end with 

the A-major chord and the D-minor chord on the first beats of measures 46 and 47. Therefore, 

students may need some help in understanding this feature in order to play the phrases 

appropriately without any confusion. Regardless of the blurred structures of the phrases, 

however, this piece ends vigorously with a clear cadence, V-I, in the final two measures. 
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No. 45, No. 14 

 
Example 3C.4. Op. 45, No. 14, mm. 1-4 

 Op. 45, No. 14, Sailor’s Song, is a piece for practicing repeated chords, which require 

small, quick motions of the forearm. Magrath states that “(this piece) appears to be influenced 

by the Mendelssohn Songs Without Words, reflected in the tuneful writing with incessant 

repeated chords in the right hand.”
20

 Students need to bring out the beautiful melodies in this 

work. Sometimes, the melody is placed in the left hand, but at other times, the right hand has 

to play both the melody and the repeated chords. Because of the difficulty of the thick chord 

textures, I rate this piece at level 8. 

This piece starts with a beautiful single-note left-hand melody in F major, that 

suddenly becomes grand and heavy beginning with the octaves on the fourth beat of measure 

2, arriving at G minor in measure 4. Students should project the low voice of the left hand, 

which is marked il basso marcato, over the right-hand accompaniment. In measure 3, the 

dotted quarter and eighth notes in the left hand are placed against the triplets of the right hand. 

Hisey insists that “(students should) be aware that the second duplet eighth falls exactly 

between the second and third triplet eighths.”
21

 Of course, students must understand the 

mechanical process of fitting duplets against triplets. However, their rhythms of both hands 

should fit together musically and organically. To achieve this goal, I suggest that students 

play even triplets with the right hand while singing the left-hand melody musically instead of 

metronomically. If this is too difficult, then the teacher can play the triplets while the student 
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sing or play the melody. Then, students might play the left hand melody in a flowing manner 

while counting the even triplets in the left hand. While practicing in this way, students can 

learn to coordinate the two-against-three rhythms and play them more comfortably and 

musically. 

 
Example 3C.5. Op. 45, No. 14, mm. 9-12 

From measure 9 to the first triplet of measure 12, some students with larger hands 

might prefer to play this part in one hand because of the interlocking parts. However, I 

suggest that students play this section with two hands but redistribute the parts. For example, 

students might play the two higher notes, A and C, in the right hand, and the bottom note, E, 

in the left hand in measure 9; in measure 10, they could play the F-major chord formed by the 

top three notes in the right hand, and the bottom note, E-flat, in the left hand. Redistributing 

the parts enables students to easily bring out the chromatic and stepwise motion of the top 

and bottom lines and is more comfortable to execute. 

Students should recognize the beautiful chromatic or scalar voice leading which 

occurs in many different parts. For example, from measure 9, the notes C-Bb-A-G-A-A of the 

top line are important, but the E-Eb-D-C-Bb-C in the bass provides a charming counterpoint. 

Moreover, from measure 13, the top notes, F-C-A-G-C-F, form the main melody, but the 

chromatic notes in the middle voice, A-C-B-Bb-A, are also attractive. By listening to and 

bringing out important melodies and countermelodies, the sound of the forward-moving 

harmonies becomes much fuller. 
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Example 3C.6. Op. 45, No. 14, mm. 13-27 

 Hisey provides a good performance suggestion for the repeated chords: “In the right 

hand, use a light wrist staccato to avoid fatigue. With all repeated double notes and chords, 

employ a gentle ‘shake’ of the arm and hand, keeping the fingers very close to the surface of 

the keys.”
22

 His suggestion is very helpful for playing the repeated chords at a p dynamic, 

but students will need to play the forte repeated chords by using their forearms in order to 

achieve a full-valued sound. As well as relaxing their arms and using wrists flexibly on each 

chord, playing the left-hand melody with rubato is good not only for avoiding fatigue, but 

also for bringing out more musical shape in the melodic lines. For instance, after taking a 

short breath between the third and fourth notes of the left hand in measure 2, students can 

play the repeated right-hand chords flexibly and with rubato, allowing time for the left hand 

to breathe slightly before the E-flat octave on the fourth beat of measure 2. Moreover, Heller 

notates a tenuto on the first chord of measure 13 and a smorzado in measure 14, creating 

natural expressive resting points in the music. 
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D. Pieces for held notes 

Op. 46, No. 2 

 
Example 3D.1. Op. 46, No. 2, mm. 1-8 

The nickname of Op. 46, No. 2, The Anvil, is suggested by the heavily accented dotted 

quarter notes in the opening measures. The main technical issue involves playing staccato 

accompanimental notes against held quarter notes. I rate it at level 6. 

This piece has a non-tonic beginning, arriving at a tonic G-major chord only in 

measure 8. This piece contains only two kinds of rhythmic and melodic patterns throughout. 

The first pattern, first presented in measures 1 to 6, is light and witty. The second pattern, 

found in measures 7 to 8, is smooth and melodious, with chromatic ascending scales and 

descending arpeggios in the right hand accompanied by dominant seventh and tonic chords in 

the left hand. 

For measures 1 to 6, students may practice the right-hand part by first separating the 

two voices, playing the accented repeated notes with the right hand and the alto staccato notes 

with the left. Then, the students need to practice the soprano and the alto parts of the right 

hand separately. Students should attempt to play both parts in the right hand as written only 

when this is secured. Of course, the accented held notes should be played loudly. However, 

students may play these notes using relaxed wrists with free up and down motions so that the 

sound is rich and romantic rather than percussive. In measure 1, I suggest that students use a 

2-1 fingering for the lower right-hand notes instead of the 2-3 fingering provided in the 

Schirmer edition. With this fingering, students can move smoothly through the first six 

measures even though these notes are played staccato.  
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Example 3D.2. Op. 46, No. 2, mm. 28-45 

The last part of the piece combines chromatic scales (measures 31, 33, 35, and 39) 

with scales and arpeggios (measures 32, 34, 36, and 40). As indicated in the score, students 

may play each passage with smooth slurs ending in short staccatos. Also, they can start each 

scale with a subito p followed by an extreme crescendo. Playing with the indicated 

articulations and dynamics will help students to project the humorous mood suggested by 

Heller’s tempo marking, Allegretto scherzando.  

Op. 45, No. 9 

Op. 45, No. 9, Celestial Voices, contains right-hand thumb melodies with 

accompanimental arpeggio passages. Sustaining melodies in the thumbs while also playing 

stretchy arpeggios in the same hand is quite challenging for small-handed students, so I rate it 

at level 8. 

 
Example 3D.3. Op. 45, No. 9, mm. 1-3 
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Example 3D.4. Chopin’s Etude, Op. 25 No. 1, “Harp,” mm. 1-2 

Magrath mentions that “(this piece is) undoubtedly inspired by the Chopin’s Etude 

Op.25 No.1, ‘Harp.’”
23

 The pieces resemble each other in that the melody is projected in the 

first held notes of each arpeggio passage. However, Heller’s piece is much simpler than 

Chopin’s because Heller’s left hand contains single notes or chords instead of the arpeggio 

passages of Chopin. Moreover, the first held notes in Heller’s piece are played by the thumb, 

but the held notes in Chopin’s piece are played by the fifth finger. Westney states that “(i)t is 

all too possible for students to emerge from a few years of piano lessons with the clichéd 

notion that melodies are always at the top of the overall texture, and lower notes should 

always be played more quietly. Thankfully, Heller explores other possibilities, often writing 

etudes with melodies placed in the piano’s rich middle range instead.”
24

 Therefore, by 

playing this Heller’s etude, students can learn the technique of projecting voices in their 

thumbs. It would also serve as an excellent preparatory piece for Chopin’s Harp etude, which 

is an excellent Romantic masterwork. 

                   
Example 3D.5. Fingerings according to the three positions of major chords 

Students may need to learn the best fingerings for playing the various arpeggio 

passages of the right hand. There are three kinds of major chord positions – root position, first 
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inversion, and second inversion. Example 3D.5 shows the fingerings that the Schirmer 

edition provides. I agree with the fingerings for the root position and the first inversion, but 

the second inversion can be fingered 1, 2, 3, and 5 instead of 1, 2, 4, and 5 depending on the 

size and shape of the hand. There are two reasons why the 1,2,3,5 fingering might be 

preferable. Because the fourth and fifth fingers are not independent, it is good to avoid using 

the two fingers together if possible. In addition, 3 is a stronger finger than 4. 

To project the melodic line of the held notes beautifully, I suggest that students use 

preparatory up and down motions of their wrists before playing their thumbs instead of 

hitting them loudly with accents. For the notes of the arpeggios, I recommend that students 

freely use rotations of their forearms, especially when reaching the top notes of the fifth 

finger. The Schirmer edition does not provide enough pedal markings; for example, there is a 

pedal marking in measure 1, but no pedal in measure 2, and no pedal again from measures 4 

to 11. However, I suggest that students use the pedal throughout, changing with the 

harmonies. The pedal will provide the legato connection between thumb notes so that no 

physical connection is needed. Students can therefore lift their thumbs slightly at the 

conclusion of each arpeggio in order to prepare for the next thumb note. 

 
Example 3D.6. Op. 45, No. 9, mm. 16-19 

 
Example 3D.7. Op. 45, No. 9, mm. 36-40 
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There are two repeats in this piece; the first repeat is from measures 1 to 16, and the 

second is from measures 17 to 40. To project the same parts with diverse ideas, students can 

employ different dynamics, articulations, rubatos, and pedals. For example, for the second 

half of this piece, students may play measures 36 to 40 with a long crescendo and end with ff. 

Then, they might start the repeated section with pp in measure 17. In the repeat of this section, 

students may place tenutos on several notes of the second arpeggio of measure 36 and the 

first arpeggio of measure 37 for a more espressivo effect. Also, they might vary the dynamics 

of the conclusion, playing a crescendo to a fortissimo the first time and playing a diminuendo 

to a pianissimo the second. 

E. Pieces for projecting melodies over accompanimental patterns 

Op. 47, No. 14 

Op. 47, No.14, In Venice, features lyric melodies in double thirds with rocking 

accompaniments in the left hand. I rate it at level 6. 

 
Example 3E.1. Op. 47, No. 14, mm. 1-15 

 
Example 3E.2. Mendelssohn’s Songs Without Words, Op. 30, No. 6, mm. 26-30 
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Example 3E.3. Mendelssohn’s Songs Without Words, Op. 30, No. 6, mm. 46-50 

This piece resembles Mendelssohn’s Songs Without Words, Op. 30 No. 6. They are 

similarly titled: Heller’s is called “In Venice,” and Mendelssohn’s is called “Venetian 

Gondola Song.” However, where Heller’s piece contains two contrasting sections, one lyrical 

and one rhythmic, Mendelssohn’s is lyrical throughout. Both are in the same meter (6/8), are 

in minor keys, and convey a dark but calm mood. However, where Heller’s piece mainly 

contains melodious passages with single and double thirds in shorter phrases, Mendelssohn’s 

displays more diversity in the texture, with trills, thirds, and triadic chords. Mendelssohn’s 

left-hand accompaniments are much thicker and extend over a broader range. Therefore, I 

feel that playing Heller’s piece can be useful as a preparation for Mendelssohn’s Song 

Without Words for young students who have small hands but want to play beautiful lyrical 

songs. 

I suggest that students practice projecting the soprano melody by first playing only the 

top notes of the double thirds in the right hand along with the accompaniment in the left hand. 

Students should practice this using the indicated fingerings even though they are not playing 

the bottom note of the double thirds, for example, using 5, 4, 3, 4, 3, and 4 in the right hand in 

measures 9 and 10. By doing this, students can practice shaping the melodies without 

worrying about playing the double thirds. After mastering this skill, students may add in the 

other parts. They should project the top notes of the double thirds by using a smooth motions 

rather than excessive up and down motions of their wrists on each chord, using a deeper 

touch for the top notes and a softer shallower touch for the bottom parts. 
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Example 3E.4. Op. 47, No. 14, mm. 21-28 

 
Example 3E.5. Op. 47, No. 14, mm. 41-48 

Even though I include this piece in this chapter 3E, which concerns pieces featuring 

melodies over accompanimental patterns, this piece also presents an interesting assortment of 

articulations. Heller writes different rhythmic patterns and phrases with different articulations 

for melodies set in the parallel keys of G major and G minor. In the G-minor melody 

(Example 3E.4), a slur connects the last note of measure 21 with the first chord of measure 22. 

This accented upbeat is repeated two more times, and the dynamics alternate drastically 

between mf and p four times in just four measures. Moreover, the lyrical right-hand passage 

beginning in measure 25 has staccatos on the first two repeated notes and slurs starting from 

the third notes of measures 25 and 27. However, in the G-major melodies (Example 3E.5), 

the first two notes have staccatos and the last two notes are slurred together (measures 41 to 

44). Also, unlike the passage in G minor, the G-major passage has only mf and diminuendo, 

and slurs in the following lyrical passage are presented without any syncopated phrases. To 

express different musical colors in G major and G minor, students should try to communicate 

the perceptive articulations and dynamics as Heller intends. 
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Op. 45, No. 20 

 
Example 3E.6. Op. 45, No. 20, mm. 1-6 

Op. 45, No. 20, The Ballet, is an attractive piece in a bouncy mood. The right-hand 

melody contains difficult fingerings and shifts, and the left hand plays accompaniments with 

consistent eighth-note staccatos and sixteenth-note legatos. I rate this piece at level 7. 

Westney comments that “(f)rom the beginning, the arm-staccato in the left hand 

creates a bubbly energy, and the right hand’s witty statements ride on that energy.”
25

 Against 

the light and soft accompaniments of the left hand, the right hand plays a two-measure figure 

consisting of an ascending arpeggio passage which ends in a staccato followed by two slurred 

chords. I suggest that students feel the music in hypermeasures, that is, feeling one beat to the 

measure instead of two in order to project a longer sense of line. Students may play the 

ascending arpeggio by starting lightly on the first note in measure 3 and directing the phrase 

toward the first accented chord in measure 4. This chord, F sharp and B, can be played with a 

downward motion of the wrist and with more weight, but the second chord, B and F sharp, 

should be softer and played with an upward motion of the wrist. All the other phrases can be 

similarly shaped. In their recordings, both William Westney and Jan Vermeulen use an 

articulated, semi-detached touch for the ascending right-hand figure in measure 3, instead of 

a closely connected legato. This articulation effectively reinforces the amusing mood. In 

addition, Westney plays this piece at a more leisurely tempo than Vermeulen. I prefer 

Westney’s tempo because it allows students the time to convey the witty character of this 

piece more successfully by projecting delicate articulations and phrasing structures. 
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Example 3E.7. Op. 45, No. 20, mm. 14-29 

 From measures 19 to 21, and from 23 to 25, the right hand plays a legato descending 

melodic line harmonized with chord tones while the left hand plays staccato eighth-notes. As 

I suggested in the previous piece, Op. 47, No. 14, students may practice the right hand with 

only the top notes first, but with the indicated fingerings, 3-4-5-4-3-5-4-5-4-3. After students 

are confident about projecting the melody with the correct fingerings, they might play the 

right hand as written, subsequently adding the left hand. With this practice method, students 

will probably be able to play the melody more beautifully. However, it is impossible to 

physically connect the top line, in particular between the third and fourth notes of measure 20, 

and the first and second notes of measure 21. Instead, I recommend that students play this 

part by using small up and down bouncing motions of their forearms when they play each 

eighth-note. Of course, the whole part from measures 19 to 22 should be in one big phrase, so 

students should carefully listen and match the notes in order to create the impression of a line. 

However, by using small bouncing motions of the forearm, students can not only play this 

part more easily but also communicate the witty character of this piece, which could suggest 

a musical picture of a young naive ballerina dancing on the tips of her toes.  
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Example 3E.8. Op. 45, No. 20, mm. 75-80 

From measure 77, accompaniments in the left hand contain sixteenth notes that 

require a reach of an octave. In particular, from measure 81, students must project their right 

hands with a full sound. In the left hand, the sound of the fifth finger must be rich but not 

accented, in order to project dramatic harmonic changes. Moreover, students might use pedal, 

changing with each harmony, if they want to project a more resonant sound. 

Op. 46, No. 28 

Op. 46, No. 28, Sailing over the Sea, features a lyrical chordal melody in the right 

hand and arpeggiated flowing accompaniments in the left hand. Because voicing melodies in 

chords can be challenging for young students, I rate it at level 9. 

 
Example 3E.9. Op. 46, No. 28, mm. 1-8 

The left-hand accompaniment presented in measure 1 recurs throughout the entire 
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piece. In my opinion, many students will be more comfortable playing this passage with a 5-

2-1 fingering instead of the 5-3-1 suggested by the editor because the interval of the fifth (F 

to C) is difficult to reach with a 5-3 fingering.  

I recommend that students practice the left hand alone first until they can play these 

parts smoothly and securely. After that, I suggest that students sing the right-hand melody 

while they play the left-hand accompaniments. Students should try to sing a smooth inflected 

line, moving their bodies with the flow of the music, but should avoid any physical 

interruptions, for example, nodding their heads on each note or in the middle of the phrases. 

After students learn to sing the passages with the left-hand accompaniment, they might play 

the hands together but focus on the right hand instead of thinking about both hands at the 

same time. It cannot be emphasized enough that while playing, students should listen to the 

top voices and sing the voices in their heads while playing. Also, they need to move their 

wrists up and down smoothly and flexibly while shifting from chord to chord, but their 

general motions should be linear instead of choppy, stiff, and vertical. By implementing all 

these practice suggestions, students can be naturally encouraged to bring out the beautiful top 

melodies of the chords with flowing accompaniments of the left hand. 

 

 
Example 3E.10. Op. 46, No. 28, mm. 52-61 

In measures 53 and 54, the passage, which is in F minor, moves through a diminuendo 

to the parallel key, F major, in measure 55. The dynamic level and mood suddenly change to 
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p dolce. In my opinion, timing is an important musical element in projecting different moods 

and colors. Timing includes waiting a little bit more between transitions, preparing with 

proper speed and weight before playing some notes, or using flexible rubatos and ritardandos 

to shape the phrases. Here, to change the mood from the dark minor key to a brighter major 

key, students might use a slight rubato with the softer dynamic at the end of measure 54 and 

wait for a tiny second right before entering the F-major passage at measure 55. Moreover, I 

recommend that students use the soft pedal from measures 55 to 58, so that the sound color 

can be totally different, like wandering about in a dream. 

F. Pieces for waltz-bass patterns 

Op. 45, No. 13 

Op. 45, No. 13, Petite Valse, contains waltz accompaniments with large skips in the 

left hand and dotted rhythms and arpeggio passages in the right hand. I rate it at level 7. 

 
Example 3F.1. Op. 45, No. 13, mm. 1-13 

 
Example 3F.2. Chopin’s Waltz, Op. 34, No. 2, mm. 129-136 

The arch-shaped right-hand melodies in the Heller’s Valse resemble the shape of the 

middle A Major section of Chopin’s Waltz, Op. 34, No. 2. Of course, the Chopin example 

contains accompaniments with bigger chords and leaps. Heller’s waltz is more rhythmic and 

articulated. The right hand has many dotted rhythms, and the left hand has many staccatos 
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and slurs. However, the arpeggio passages in the right hand and the waltz-accompaniment 

patterns of the left hand in Heller’s waltz are similar to Chopin’s. Therefore, Heller’s waltz 

might serve as a wonderful preparation for Chopin’s beautiful waltzes. 

 
Example 3F.3. Op. 45, No. 13, mm. 14-20 

Heller’s waltz is humorous as well as graceful because of the syncopated phrases and 

accents on the weak beats. For example, the left hand plays the first beat with staccato as a 

strong beat and the second and third beats are slurred together as weak beats, as is typical of a 

waltz. However, in measures 17 and 19, the right-hand phrase starts with an emphasis on the 

second beat, ending with a staccato on the second beat of the following measure. Also, the 

third beats of measures 18 and 20 are strongly accented anticipations. Students should also be 

able to play the waltz-accompaniment patterns of the left hand securely and with rhythmic 

flexibility so that it does not sound metronomic. Thus, I recommend that students practice 

only the first two notes of the left hand of each measure with a down motion for the first beat 

and an up motion for the second beat by using their full arms and wrists. In particular, 

students should project a rich and ringing sound for the staccato notes on the downbeats 

rather than a harsh one. Instead of moving directly from the first note to the second note, 

students might move from the first note to the second with a circular motion while relaxing 

their arms on the second note. This allows students not only to make balance the sound of the 

strong and weak beats, but also to have the time to negotiate the big leaps between the first 

and second notes. After practicing the only the first two notes of the left-hand accompaniment, 

students might add the third beats. Students should feel a sense of momentum when moving 

from the third note of the accompaniment pattern to the first, and should therefore avoid 
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stopping or pausing on the third note. If the left-hand part is well controlled in terms of 

rhythm and sound, students will be able to project the articulated right-hand melodies more 

comfortably and freely. 

 
Example 3F.4. Op. 45, No. 13, mm. 53-64 

In addition, in measures 57 and 58, the right-hand melody has dotted rhythms with 

sixteenth rests and up-beat slurs which contrast with the slurs connecting the second and third 

beats of the left hand. Also, in measure 58, the intervals of the right-hand melodies are 

expanded, moving into a higher register in measures 59 and 60. To project these changes in 

rhythm, articulation, and register, I suggest that students use flexible rubato when playing the 

larger intervals of the right hand in measure 58 and tenutos on the first two or three notes of 

the right hand in measure 59. Students should often be encouraged to consider inflecting the 

rhythm with rubatos and tenutos, especially when they have big intervals and leaps. I 

recommend that piano students understand that musicians who play other instruments need 

time to execute large intervals while the piano instrument often does not; for example, 

violinists need time to shift, and vocalists need time to prepare for the next high pitch in large 

leaps. With this knowledge, students might gain an understanding of how to project rubatos 

and tenutos that sound natural, which makes the music more alive and charming. 
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G. Pieces for big chords and leaps 

Op. 47, No. 18 

Op. 47, No.18, The Hunting Horns, contains many repeats and sudden shifts of big 

chords with many kinds of complex rhythms. In particular, the B-major key of this piece, 

which has five sharps, is demanding for young students, so that I rate it at level 8. 

 
Example 3G.1. Op. 47, No. 18, mm. 1-15 

This piece starts with a short introduction that sounds like a horn fanfare. The opening 

contains an interesting series of harmonies: I (mm. 1-3), V (m. 4), iv/vi (mm. 5-7), vi (m. 8-9), 

V7/IV (m. 10), IV (m. 11), and I (m. 13). The tonic B-major chord does not arrive clearly 

until measure 13. 

 
Example 3G.2. Op. 47, No. 18, mm. 15-18 

One of the most difficult aspects of this piece is playing the legato double-note chords 

from measures 15 to 18. In these measures, the double sixths, thirds, fifths, and fourths are 

slurred, and there is even a crescendo in measures 17 and 18. If the passage is too difficult, I 

recommend that students omit one or two of the bottom notes in the chords, for example, 
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leaving out the bottom notes of the second and/or third chords in each triplet. 

 
Example 3G.3. Op. 47, No. 18, mm. 23-37 

The main theme of this piece features staccato chords in both hands that project a 

galloping rhythm. Heller presents three kinds of rhythmic patterns. The first pattern is shown 

on the second beat of measure 25, the second pattern in the second beat of measure 29, and 

the third pattern on the first beat of measure 32. The first and third rhythmic patterns are not 

difficult to execute, but the second one might be challenging, especially at a fast tempo. This 

is because the left hand plays rapid repeated chords and because the hands play together and 

separately in different combinations—hands together on the first triplet, left hand alone on 

the second, and right hand alone on the third.  

Students might practice the rhythms through a combination of chanting and tapping. 

First, students can chant the rhythm of the right hand and tap the left hand. Then, they may 

switch to tapping the right hand and chanting the left hand. Next, students can tap the left 

hand, but chant the right hand. And then, they might reverse the process, chanting the left 

hand and playing the right hand. This practice can help students learn the rhythms securely in 

both hands. Moreover, another strategy is to play the two quick repeated chords using a 

down-up motion that is so quick that it feels like a single throwing motion of the left hand. I 

suggest that students play the first beat of the left hand loud and suddenly, relaxing with an up 

motion to play the second chord p when playing the second beat. 
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Example 3G.4. Op. 47, No. 18, mm. 47-54 

This piece brilliantly ends with two sff chords as a closing fanfare. Heller writes the 

final measure as a whole rest to complete the eight-measure phrase. This allows time for the 

sound to reverberate. Therefore, instead of ending this piece quickly right after playing the 

final chord, students should allow the ending to linger with a proper hand gesture.  

Op. 45, No. 15 

The energetic piece, Op. 45, No. 15, Warrior’s Song, contains very big chords with 

sudden leaps that cover a broad range of the keyboard from the lowest D to the highest D. I 

rate it at level 9 due to the difficulty of playing melodic passages with thicker textures.  

 
Example 3G.5. Op. 45, No. 15, mm. 1-4 

 
Example 3G.6. Rachmaninoff’s Prelude in C-sharp Minor, Op. 3, No. 2, mm. 1-4 

Magrath states that “(this piece is) perhaps appropriate for the student wanting to play 



 

47 

 

the Rachmaninoff Prelude in C-sharp Minor but who is not yet at that level.”
26

 Like the 

Rachmaninoff, this piece contains thick chords in both hands that project emotive harmonies, 

with single notes or octaves in the low bass leaping up to full chords in the middle and upper 

registers of the piano. 

Westney comments that “(t)he wide arcs created by both arms as they leap back and 

forth can encourage relaxation, along with an expansive sense that the entire keyboard is 

one’s natural terrain.”
27

 Also, Hisey recommends that “with arms relaxed from the shoulder, 

(students should) think ‘in and lift’ rather than ‘down and hold’ when playing the chords. This 

motion produces a fast key descent and a brilliant sound with a comfortable, non-fatiguing 

gesture.”
28

 Both suggestions have merit. Students can play the opening Ds with relaxed arms, 

using a large arc to move to the thick half-note chord using an “in and lift” motion, thinking 

of the two beats as one motion. Students might play the chord of the first beat in measure 1 

by using their full arms again, and then they should lift their wrists and slowly move to the 

third beat of measure 1 instead of staying in the half-note chords and suddenly moving to the 

third beat. Having these gestures allows students not only to relax their arms and avoid excess 

tension, but also to create fuller sounds that ring far and wide. 
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Example 3G.7. Op. 45, No. 15, mm. 29-37 

As seen in Example 3G.7, thick chords played with dotted rhythms are prominent, and 

the dynamics vacillate rapidly between piano and forte. Students should make sure that they 

do not play the sixteenth notes with accents that are stronger than the eighth notes. In 

particular, they might pay attention to the tenutos and accents that mark the primary beats in 

measures 35-37. Hisey states that “(students might) practice the dotted figures with a ‘throw-

lift’ gesture that incorporates the short sixteenth note and the following beat note into a single 

follow-through motion.”
29

 I recommend that students play both the sixteenth notes and 

eighth notes of the dotted figures with full sound in order to project power in the dotted 

rhythms if possible. However, if students experience fatigue in playing the dotted rhythms 

with big chords, they might play the sixteenth notes softer, using Hisey’s ‘throw-lift’ gesture.  

Small-handed students should consider leaving out notes, especially since there are numerous 

doublings in every chord. 

Op. 45, No. 25 

Op. 45, No. 25, Epilogue, is one of the longest pieces in the three sets and is four 

pages in length (Op. 47, No. 25 is also quite lengthy). This piece is divided into 4 large 
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sections which are in different keys--A, B, A’, and C with a short Coda. A is in C Minor, mm. 

1-12; B is in Eb Major, mm. 13-44; A’ is in C Minor, mm. 45-78; C is in C Major, mm. 79-97; 

and the Coda is in C Major, mm. 98-105. Magrath states that “(this piece) sounds more 

difficult than it is. (Thus, it is) level 8.”
30

 However, I would rate it at level 10 because it 

contains combined technical issues including difficult repeated notes and chords, running 

octaves requiring a powerful sound as well as sixteenth-note passages and tremolos. 

 
Example 3G.8. Op. 45, No. 25, mm. 1-16 

In the beginning, every eighth note is marked staccato, which might suggest that 

students use their wrists flexibly. The Schirmer edition omits an accent on the first chord of 

measure 3, but I recommend that students consistently play every first chord with an accent, 

but with a healthy instead of a harsh sound. Using the pedal as indicated might help students 

to project a fuller sound more effortlessly for the repeated chords. In measures 9 and 10, 

students might play the descending octave scales of the left hand staccato by using their 

wrists. However, I suggest that students play the octave scales of these two measures as a 
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single line with a steady crescendo all the way to the bottom, reserving the sforzandos for the 

right hand to make the cadence in measures 11-12 more powerful.  

 
Example 3G.9. Op. 45, No. 25, mm. 23-27 

 
Example 3G.10. Op. 45, No. 25, mm. 33-38 

There are two sections from measure 25 (Example 3G.9) and from measure 33 

(Example 3G.10) that feature large repeated chords in the right hand and running octaves in 

the left hand. For the section at measure 33, Schirmer provides an alternate version, Facilité, 

which omits the first chord in each right-hand group. I recommend that students play this 

version because it is not only easier and but also shows rhythmic diversity. In the first section, 

from measure 25, students might execute the three eighth-notes in the right hand by using one 

dropping motion, emphasizing the first chord with deep weight and relaxing their forearms 

and wrists in the second and third beats. On the other hand, in the second section with the 

alternative version, from measure 33, students might project the melodic lines of the dotted 

quarter-note octaves of the left hand with rich sound by using their full arms and wrists. 
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Example 3G.11. Op. 45, No. 25, mm. 77-81 

Willard A. Palmer states that “(t)he contrasting legato of the Allegretto section, 

beginning with measure 80, is taken from The Brook, the first piece in Opus 45, and is 

brought into relief through the use of overlapping pedal.”
31

 This C section, which is in C 

major, is more flowing and lyrical in nature. Beginning with the upbeat to measure 80, the 

first note of each sixteenth-note group of the right hand conveys a beautiful melody, C-B-A-

B-C-B-A-B-C. I suggest that students hold the first notes a little longer than the notated 

sixteenth-note value and use circular motions of their wrists to shape each group. The music 

is peaceful and suggests to me images of light reflecting off a watery stream. Teachers can 

encourage students to draw colors from the piano by touching the keys softly with their 

fingertips. 

H. Pieces for developing artistic narrative skills 

Op. 47, No. 5 

Op. 47, No. 5, The Smugglers, is distinguished by alternating hand passages and a 

variety of articulations. Because the rapidly changing chords are challenging for small-

handed students, I rate it at level 7. The tempo, Allegretto poco agitato, suggests that the 

piece should feel nervous and restless. If the title “The Smugglers” seems elusive to students, 

teachers might suggest a parallel alternative, such as “The Burglars.”  
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Example 3H.1. Op. 47, No. 5, mm. 1-12 

Hisey analyzes this piece as a ternary form: A, mm. 1-21; B, mm, 22-30; A1, mm. 31-

40; and Coda, mm. 41-47.
32

 In the beginning, the right hand plays chords and the left hand 

follows with single notes. This texture is the reverse of what is found in most student pieces, 

where the right hand has a melody in single notes and the left hand plays a chordal harmony.  

Additionally, this piece starts with an upbeat, which increases the feeling of insecurity. 

Hisey states that “(students should) notice Heller’s use of articulation and how the 

character is altered as the touch changes. When do their hands employ staccato (e.g., mm. 1-

4)? legato (e.g., mm. 4-5)? contrasting touches (e.g., mm. 17-18)?”
33

 I suggest that students 

imagine a story that can help them to associate these diverse articulations with dramatic 

emotions. From measure 1 to the second beat of measure 4, the staccato passage in p might 

suggest that the burglar is running away stealthily with a safe. Thus, students might equate 

the soft staccatos with the sound of the burglar quickly tiptoeing across the room. From the 

third beat of measure 4 to measure 6, the burglar, who realizes that the police have arrived, 

stops abruptly for a moment and looks around. From the third beat of measure 4 to the second 

beat of measure 5, one way students can intensify the dramatic mood is by incorporating a 

rubato with the extreme crescendo and decrescendo indicated. From measures 4 to 6, the 

chromatic melody of the left hand, D#-E-D#-D-C#-C-B, might represent the burglar’s 
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nervousness. Measure 7, where the hands play the f chords in the same dotted rhythm, might 

describe the moment when the police find the burglar and shout, "Thief! Catch him!" 

Example 3H.2. Op. 47, No. 5, mm. 20-33 

In the B section, both hands project different articulations at the same time. In the 

legato passage from the third beat of measure 22 to the second beat of measure 26, every slur 

starts with an upbeat. In these measures, the right hand plays four shorter phrases starting 

with an accented upbeat while the left hand has two longer slurred phrases. Also, from the 

third beat of measure 26 to the second beat of measure 30, there are staccatos in the right 

hand and legato slurs in the left hand. To project different articulations between hands, I 

recommend that students imagine that the staccato part of the right hand might describe the 

burglar and that the legato part of the left hand might describe the police who are looking for 

the burglar. 

In the Coda, from measures 41 to 47, Heller adds the expression, perdendosi. Here, 

both the tempo and sound should gradually die away, suggesting that the burglar has 

disappeared, going no one knows where into the darkness. 

 
Example 3H.3. Op. 47, No. 5, mm. 39-47 
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Op. 47, No. 25 

Op. 47, No.25, Life’s Panorama, presents a comprehensive assortment of technical 

issues including meter and tempo changes, running triplets, contrasts of legato and staccato, 

rubatos, held notes, arpeggios, big chords, complex rhythms, and expanded musical forms. 

This piece is four pages long and is the lengthiest and most difficult piece in the Op. 47 set, 

so that I rate it at level 9. This piece is in a unique form: A, mm.1-16; Transition 1, mm. 17-

26; A’, mm. 27-42, Transition 2, mm. 43-54; B, 54-80; Transition 3, mm. 81-101, and Coda, 

mm. 102-136. Because of the title, Life’s Panorama, students should be encouraged to 

imagine diverse scenes from their own lives or from the stories they have read while playing 

this piece. By associating different images or stories with the contrasting sections, students 

will be inspired to project a variety of musical ideas which will invest their playing with 

emotional power. 

 
Example 3H.4. Op. 47, No. 25, mm. 1-12 

 This piece starts with ascending triplets and descending melodies in dotted rhythms 

in the right hand placed against offbeat staccato chords in the left hand. In measures 1 and 3, 

the accented second-beat quarter notes in the right hand and the repeated double thirds in the 

left hand sustain the rhythmic energy of the line and help students keep the rhythm and tempo 

even. 

In measures 8, 10, and 12, the upward-moving chords of the right hand are played 

staccato in contrast to the descending legato scales in measures 9 and 11. The story this 

passage tells might go something like this: The ascending parts say, “People struggle to 

achieve their goals step by step,” but the descending scales suggest that “their attempts often 
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meet with failure.” Inspired by this story, students might play the chords with a steady 

determined pace, but the descending scales with a sudden decrescendo from f to p. 

After several descending passages, Transition 1 enters molto ritardando (Example 

3H.3). At measure 17, the meter changes to cut time, and the mood darkens with the 

introduction of minor and diminished chords as well as the slower tempo. Measures 17-26 

therefore might suggest that, “Some people are disappointed by their failures,” but, with the 

return of the A’ section at measure 27, “their lives go on.” 

 
Example 3H.5. Op. 47, No. 25, mm. 17-28 

Section B from measure 55, which follows a dramatic chromatic ascent to the highest 

note of the piece, features beautiful arpeggio passages with the melody in the top note. This 

part feels as if it describes someone enjoying himself after having successfully passed an 

important test in his life. Students should play the long held notes of the right hand from 

measure 55 by using their full arms while rotating through the descending arpeggios, so that 

the melodies of the held half-notes can ring out. 

 
Example 3H.6. Op. 47, No. 25, mm. 53-56 

At the end of this piece, as if reflecting on the panorama of his own life, Heller recalls 
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two themes from previous movements in the Op. 47 set – No.19, Lullaby and No.18, The 

Hunting Horns. The B section ends on the first beat of measure 80, when the tempo changes 

from common time to 3/4, and Transition 3 starts immediately afterward with a single-line 

melody riten. which connects to the theme of the Lullaby in measure 84. Measure 84 is 

marked a tempo, but I recommend that students play it more slowly and create a calm and 

relaxed mood. Lyrical melodies in the right hand should be matched to the quiet figures of the 

accompaniment in the left hand. I feel that this part describes a meditative moment away 

from the normal hustle and bustle of life. 

 
Example 3H.7. Op. 47, No. 25, mm. 53-56 

 At the end of the Transition 3, Heller inserts three whole rests; the first rest follows 

the f outburst in measures 94-96 and the second and third rests follow p sections with 

fermatas. After these expectant pauses, Heller dramatically recalls the theme of No.18, The 

Hunting Horns, in measure 102. Here, there is another meter change from 3/4 to 6/8, and 

Heller transposes the Hunting Horn theme from its original key of B major to the C major of 

this piece. I feel that the repeated chords with accents in measures 103 and 105, which are 

followed by descending chords with decrescendos and staccatos in measures 102 and 104, are 

fanfares celebrating victories in his life journey. I suggest that students play this part by 

presenting the indicated articulations and dynamics confidently with a cheerful energy. 
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Example 3H.8. Op. 47, No. 25, mm. 91-107 
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CHAPTER 4 

Conclusion 

It is necessary for teachers to encourage young students to learn essential technical 

and musical skills while they are at a critical age for developing good practice and 

performance behaviors. Finding appropriate teaching materials is a difficult task. Heller’s 

Studies Opp. 45, 46, and 47 are an underutilized source of technical etudes for intermediate 

and advanced students of a wide range of abilities. In this paper, I analyzed twenty of the 

most exciting and enjoyable pieces from Heller’s Studies from a pedagogical viewpoint. 

While playing these Studies, students will solidify fundamental technical skills and, at the 

same time, develop musical capacities such as projecting rich and full sounds, making 

beautiful phrasings by listening and singing, creating different sound colors and moods, and 

building their own musical interpretative abilities. The titles of the studies are very useful in 

igniting the students’ musical imaginations. Finally, the students will be able to apply the 

crucial expertise they have gained to other pieces as they prepare to play Romantic 

masterworks. 

Heller himself said it best when he stated that “(a)ll professional pianists possess a 

mechanically faultless execution. Take at random twenty pianists – I mean, of course, only 

those who have attained a certain distinction – and there won’t be a single technical fault for 

you to find in their playing. Scales, double notes, octaves, chords, trills, will seem to you 

equally perfect. But what differentiates them, what makes one superior to the other, is the 

tone, the charm, that quality of personal seductiveness in the artist.”
34

 He also mentioned that 

“(t)o play the piano well you need three qualities: will, expressiveness, intelligence – the 

                                            
34

 Isidore Philipp and Carl Engel, “Some Recollections of Stephen Heller,” The Musical Quarterly 21 No. 4 

(1935): 435. 
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three, combined, form an individuality.”
35

 Pianists who touch audiences at a deep level do 

more than just focus on the correct notes and musical marks, which are indicated in the score. 

Rather, they interpret the written symbols of music in a way that communicates diverse ideas 

and feelings. Thus, it is important that students learn to make the music speak from an early 

age. Heller’s Studies are unique in the way in which they develop not only the technical but 

also the musical aspects of a student’s pianistic abilities. I hope that many students will play 

and enjoy these brilliant and picturesque pieces. 

  

                                            
35

 Ibid, 435. 
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Op. 45 Title Key Meter Main Technical Topics Levels 

No. 1 The Brook C Major C Sixteenth-note arpeggio 

passages 

6 

No. 2 L’avalanche A Minor 2/4 Triplet scale passages 6 

No. 3 A Real Task D Major C Independent fingerings 7 

No. 4 Sorrow and Joy E Minor 3/4 Melodies with held notes 6 

No. 5 Song of May A Major 3/4 Chords in dotted rhythms 6 

No. 6 Danse Triste B Minor 3/4 Alternating hands 6 

No. 7 Determination G Major C Octave melodies and 

accompaniments in the 

same hand 

7 

No. 8 Barcarole F# Minor 6/8 Alternating chords 7 

No. 9 Celestial Voices E Major 2/4 Melody and arpeggio 

accompaniment in the same 

hand 

8 

No. 10 Vesper Song D Minor C Developing the 4th and 5th 

fingers 

9 

No. 11 Sleeting F Major 3/4 Alternating repeated notes 8 

No. 12 Sternness A Minor 6/8 Double 6ths and 3rds 9 

No. 13 Petite Valse A Major 3/4 Waltz accompaniments 7 

No. 14 Sailor’s Song F Major C Repeated chords 8 

No. 15 Warrior’s Song D Minor 3/4 Big chords with large leaps 9 

No. 16 Il Penseroso Bb Major 3/4 Arpeggios in the right hand 7 

No. 17 Novellette Eb Major 2/4 Arpeggios and octaves 9 

No. 18 Impatience G Minor 3/4 Scales and waltz patterns 7 

No. 19 Spinning Song F Major 6/8 Melody with trill in the 

same hand 

8 

No. 20 Le Ballet E Major 2/4 Right-hand melody with 

left-hand accompaniment 

7 

No. 21 Sprites and 

Mermaids 

G Minor 3/8 Melodies with chords in the 

right hand with arpeggios in 

the left hand 

8 

No. 22 Song of the Harp D Major 2/4 Hand crossings with 

arpeggio passages 

7 

No. 23 Through Wind and 

Rain 

D Minor C Chords in the right hand and 

triplet scales in the left hand 

8 

No. 24 Over Hill and Dale F Major 3/4 Arpeggios in the right hand 9 

No. 25 Epilogue C Minor 6/8 Big chords and large leaps 10 

Appendix 1. Heller’s Studies, Op. 45 
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Op. 46 Title Key Meter Main Technical Topics Levels 

No. 1 Carefree C Major C Sixteenth-note scale passages 8 

No. 2 The Anvil G Major 3/8 Held notes with staccato-

accompaniments 

6 

No. 3 Wavelets A Minor 3/8 Arpeggio passages 7 

No. 4 Cascades C Major C Triplet arpeggio passages 8 

No. 5 The Wind C Minor 2/4 Finger exercises for the right 

hand in thirty-second notes 

8 

No. 6 The Nodding Violet G Major 6/8 Lyrical and chordal sections 7 

No. 7 Petite Tarantelle E Minor 6/8 Contrasting articulations 

between the hands 

7 

No. 8 Song of Courage D Major 2/4 Projecting held notes 8 

No. 9 The Jester D Minor 3/8 Double thirds with staccatos 8 

No. 10 The Spinner F Major 6/8 Exercise for trills 9 

No. 11 Fluttering Leaves B Minor 2/4 Arpeggio passages with 

alternating hands 

8 

No. 12 Shimmering Waters D Major C Arpeggios and scales 9 

No. 13 Scampering Elves A Major 2/4 Rapid passagework 8 

No. 14 Song of the Sea D Minor 6/8 Arpeggios with held notes 9 

No. 15 Through the Fields A Major 2/4 Rhythms in triplets, 

sixteenths, and eighth notes 

8 

No. 16 Gaily We Skip 

Along 

A Minor 6/8 Dotted rhythms with chords 

and diverse articulations 

7 

No. 17 Sweet Mignonette C Major 3/4 Accompaniment with large 

leaps in the left hand 

8 

No. 18 The Storm C Minor 2/4 Scales and arpeggios 9 

No. 19 In the Canoe Eb Major 6/8 Melodies with chords 8 

No. 20 Undaunted G Minor 2/4 Staccatos arpeggios, chords, 

and single notes 

8 

No. 21 The Humming Bird Bb Major 3/8 Fast sixteenth-note passages 8 

No. 22 The Queen Dances F Major 3/4 Melodies with big chords 7 

No. 23 The Drummer D Minor 3/4 Repeated notes 7 

No. 24 The Merrymakers C Major 9/8 Big chords with staccatos 8 

No. 25 Song of the 

Gondolier 

F Major 2/4 Melody divided between 

hands with arpeggios 

9 

No. 26 The Wild Surf C Minor 6/8 Arpeggios in broad registers 9 

No. 27 The Bell Ab Major 3/4 Held octaves with dotted 

rhythmic patterns 

8 

No. 28 Sailing over the Sea F Minor 12/8 Melodies with chords over 

accompanimental patterns 

9 

No. 29 Novelette Db Major 9/8 Arpeggios over the melodies 

of the left hand 

10 

No. 30 All’s Well E Major 2/4 Held notes with sixteenth-

chord accompaniments 

10 

 

Appendix 2. Heller’s Studies, Op. 46 
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Op. 47 Title Key Meter Main Technical Topics Levels 

No. 1 Scampering C Major 2/4 Phrasing and scales 4 

No. 2 At the Brookside C Major 3/8 Sixteenth-note passages 

with held notes 

6 

No. 3 Autumn Song A minor 6/8 A variety of articulations 6 

No. 4 Meditation G Major C A variety of rhythms 7 

No. 5 The Smugglers E Minor 3/4 Alternating hands, artistic 

narrative skills 

7 

No. 6 The Bagpipe D Major C Scales and arpeggios 8 

No. 7 The Hunt B Minor 3/8 Held notes with melodies 

and accompaniments 

7 

No. 8 The Rivulet A Major 3/4 Modified scales 6 

No. 9 Au Revoir F Major C Held notes in the left-hand 

accompaniments 

6 

No. 10 The Unknown Soldier D Minor C Melody with chordal 

accompaniment 

7 

No. 11 In the Highlands of 

Scotland 

F Major 3/4 Passagework for the right 

hand 

7 

No. 12 Playfulness D Major 3/4 A variety of articulations 7 

No. 13 A Bedtime Story Bb Major C Chordal melodies 7 

No. 14 In Venice G Minor 6/8 Double thirds and voicing 6 

No. 15 Grief E Minor C Melodies in duple with 

triplets accompaniments 

7 

No. 16 At Sunset E Minor C Melodies with chordal 

accompaniments 

7 

No. 17 Whirling Leaves A Minor 3/4 Triplets and eighth notes 7 

No. 18 The Hunting Horns B Major 6/8 Large repeated chords 8 

No. 19 Lullaby C Major 3/4 Melodies over 

accompaniment patterns 

5 

No. 20 Tragedy C Minor C A variety of rhythms with 

double dotted notes 

7 

No. 21 Love-Song Eb Major 3/4 Alternating hands 7 

No. 22 Scurrying F Minor 9/8 Held-note melodies in the 

top of the chords 

8 

No. 23 In the Rose Arbor Ab Major 2/4 Arpeggiated melodies 8 

No. 24 Quiet Happiness G Major 2/4 Held-note melodies in the 

top of the chords 

8 

No. 25 Life’s Panorama C Major C Comprehensive 

techniques, artistic 

narrative skills 

9 

 

Appendix 3. Heller’s Studies, Op. 47 
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