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CHAPTER 1 

INTRODUCTION 

 

Because the thematic material of a piece is usually located in the right hand, 

pianists often pay less attention to their left hands. I agree with Raymond Lewenthal, 

who states that, “[…] the left hand has been in a subservient position supplying 

accompaniments or oom-pah-pahs’.”1 Pianists may find that their left hands are often 

weaker and less consistent than their right hands. For example, if there are difficult 

scale or arpeggio passages that appear in both hands, the left hand may have more 

difficulty playing the notes than the right. If pianists attempt to increase the tempo and 

power of the left-hand part, tension and injury may result. To provide more training 

for the left hand, I believe that teachers should assign left-handed pedagogical pieces 

to students of all ages and levels.  

I came to this topic through an interest in teaching piano to students who have 

physical disabilities. Some students have physical impairments or mobility 

impairments caused by birth defects, whereas others have acquired defects caused by 

accidents of various kinds. Teachers must often modify or adapt repertoire to better 

suit the needs of these students. I found that many students started learning pieces that 

were composed or arranged for the left hand because of injuries to their right hands. I 

encountered many collections of music for one hand at the beginner, intermediate, 

and advanced levels and realized that studying this music could benefit all students, 

not just ones who have physical disabilities.  

Development of left-hand skills is often neglected largely because of the fact 

that 70-95% of the human population is right-handed. Left-handers must therefore 

																																																								
1 Raymond Lewenthal, Piano Music for One Hand: A Collection of Studies, Exercises and Pieces 
(New York: Schirmer, 1972), vi. 
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force themselves to use right-handed tools such as scissors, doorknobs, or computer 

mice. They must learn to shake hands with their right hands.2 In addition, most tools 

or bimanual tasks, including musical instruments and musical scores, are also 

constructed to favor right-handers. Other constraints to left-handedness can be traced 

to social convention or cultural mechanisms. In some cultures, children are educated 

to use only their right hands. In Korea, for instance, left-handedness is considered 

“abnormal” or less desirable, and left-handers are therefore encouraged to develop the 

muscle coordination of their right hands instead.  

Several scientific studies have addressed the physical, mental, and emotional 

impacts of handedness in performance. Reinhard Kopiez, Hans-Christian Jabusch, 

Niels Galley, Jan-Christoph Homann, Andreas C. Lehmann, and Eckart Altenmüller 

investigated how handedness affected performance skills in string players and pianists 

performing on standard instruments. The researchers found that there were no 

detectable disadvantages in terms of performance-related or health-related variables 

between groups.3 In a separate experiment involving a scale-playing exercise, they 

also determined that “precision in the right hand was superior to that of the left hand 

in both right- and left-handed pianists.”4 

In another study, authors Bruno Laeng and Ariane Park examined the 

accuracy in the playing of amateurs who had played the piano for two years as 

compared to novices.5 They found that both left-handed amateurs and right-handed 

amateurs did better playing a simple score in which there was a fast melody in the 

																																																								
2 Martha K. Horder, “Why are more people right-handed?” Scientific American (1997), accessed 
August 15, 2017, https://www.scientificamerican.com/article/why-are-more-people-right/. 
3 Reinhard Kopiez et al., “No disadvantage for left-handed musicians: The relationship between 
handedness, perceived constraints and performance-related skills in string players and pianists,” 
Psychology of Music 40, No. 3 (2012): 357-384, accessed June 28, 2017, DOI: https://doi-org.lib-
e2.lib.ttu.edu/10.1177/0305735610394708.  
4 Ibid., 362-365. 
5 Bruno Laeng and Ariane Park, “Handedness effects on playing a reversed or normal keyboard,” 
Laterality 4 No. 4 (1999): 363-377, accessed June 20, 2017, DOI: 10.1080/713754349. 
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right hand and a slow accompaniment in the left hand than a “reversed” score in 

which the fast melody was in the left and the slow accompaniment in the right. 

However, left-handers who were playing the piano for the very first time did a better 

job performing the “reversed” score.6 Therefore, Kopiez et al. and Laeng and Park 

agree that handedness has no effect on the success of a musician, even though left-

handed pianists are forced to play musical scores favoring right-handers. Regardless 

of whether performers are left-handed or right-handed, when they practice under the 

same conditions, they develop equal ability in both hands. In a study by Alvaro 

Pascual-Leone, Nguyet Dang, Leonardo G. Cohen, Joaquim P. Brasil-Neto, Angel 

Cammarota, and Mark Hallett found that when a performer practiced a one-handed, 

five-finger piano exercise in each hand for two hours a day over five days, they 

acquired new fine motor skills. The five days of practice caused “a decrease in the 

activation threshold of the long finger flexor and extensor muscles of the trained 

hand.” The authors further speculated that, “the extended practice unmasked pre-

existing, but unused, synaptic connections.”7 These three studies show that if 

performers practice for the same amount of time and in the same way with both hands, 

one hand will not have an advantage over the other, no matter if they are right-handed 

or left-handed.   

 Therefore, the role of the teacher is of utmost importance. The teacher should 

suggest ways for students to develop both hands, not only the right. Through 

assigning left-handed repertoire or activities that challenge both hands equally, 

students can increase the abilities of their left hands to be active, accurate, and 

rhythmical, capable of producing a variety of touches or tones. 

																																																								
6 Laeng and Park, “Handedness effects,” 363-373. 
7 Alvaro Pascual-Leone et al., “Modulation of Muscle Responses Evoked by Transcranial Magnetic 
Stimulation During the Acquisition of New Fine Motor Skills,” Journal of Neurophysiology 74, No. 3 
(1995): 1037-1041, accessed June 28, 2017, http://jn.physiology.org/content/74/3/1037.long. 
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In this paper, I will use a variety of pedagogical music written or arranged for 

the left hand that are divided into several level by difficulty. By practicing these 

pieces, I believe students can strengthen left-hand skills and work toward high levels 

of musicality and technical artistry.  

To determine my selections, I used several criteria. First, I included pieces at 

different difficulty levels, concentrating on music graded from the beginner to early 

advanced levels. Beginning students who learn these works will be challenged to 

become more proficient in technique and articulation, while advanced-level students 

will engage in higher-level music making and problem solving. 

Second, I picked pieces that expose students to many different style periods. 

For example, from the Baroque era, I chose J. S. Bach’s Gavotte (level 9), transcribed 

for the left hand by Rafael Joseffy. From the Pre-Classic era, I selected the 

Klavierstücke by C.P.E. Bach because it is a fairly easy piece (level 4) and is the 

earliest known work for one hand by C.P.E. Bach. I have included works from the 

Romantic period because the music for the left hand alone began to flourish during 

this time. 8 As an example of a twentieth-century nationalistic work, I chose Malgre 

Tout by Manuel Ponce. This piece, as well as others discussed in this paper, features 

interesting boogie, gypsy, or tango rhythms that expose students to the music of 

different cultures. I also chose pieces that are well known and already familiar to 

students.  

Third, I selected pieces that require students to experiment with different 

sitting positions. Finding the correct sitting position is critical because the notes of 

left-hand pieces are distributed differently across the keyboard than notes of two-

																																																								
8 Theodore Edel, Piano Music for One Hand (Bloomington: Indiana University Press, 1994), 14-15. 
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handed works. Students should be helped by their teachers to find the correct sitting 

position in order to reduce tension in their bodies.  

 Fourth, I wanted students to be exposed to pieces with different tempos and 

rhythmic features. Even though a piece may have a simple rhythm, fast tempos or 

difficult harmonies can pose challenges in terms of fingering or the use of the arms.  

 Interestingly, repertoire for the left hand alone is more common than 

repertoire for the right hand alone. There are many reasons for this. Some pieces were 

composed to help students develop the technical ability of their left hands. Some were 

composed for people with acquired disabilities or who injured their right hands, while 

other pieces were originally composed for two hands, but were rearranged for the left 

hand by professional musicians. Additional pieces were composed for virtuosic 

display. In addition to providing a history of left-handed pieces and pianists who 

perform them, I will present lesson plans to allow students to access these pieces in a 

detailed way. I will discuss how difficult passages can be performed without tension 

and injury with a focus on motion, relaxation of the forearm, fingering, phrasing, and 

tempo. I will also discuss specific techniques for learning left-hand repertoire and 

describe how problem solving occurs at each level. After the table of contents, I 

include a much-needed appendix that lists left-hand piano repertoire by composer. 

This will aid the piano instructor in choosing repertoire that will address the 

individual needs of the student. 
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CHAPTER 2 

PIANO MUSIC FOR THE LEFT HAND AND LEFT-HANDED PIANISTS 

Historical Information 

According to David Rowland, the damper pedal enabled pianists to enrich the 

sound of consonant chords, blend harmonies together, and sustain long melodies or 

low bass notes.9 Also, the pedal was used for accentuation, as in the sforzandos in 

Beethoven’s “Moonlight” sonata.10 The invention of the sostenuto pedal was of 

particular importance because it could sustain one or more notes selected by the 

pianist without affecting the other notes, which can suggest that two hands are playing 

at the same time. This effect was exploited by nineteenth- and twentieth-century 

virtuoso pianists. When commenting on his own left-hand piano concerto in D major, 

Ravel said, "(t)he listener must never feel that more could have been accomplished 

with two hands."11 Example 2.1 shows an excerpt from his left-hand concerto, in 

which Ravel used dissonant arpeggios over a bass note sustained for a long time with 

the pedal. This helps the listener imagine that the performer is playing with two hands. 

																																																								
9 David Rowland, A History of Pianoforte Pedalling (New York: Cambridge University Press, 1993), 
48.	
10 Ibid, pg. 78. 
11 James Penrose, "MUSIC: The Other Wittgenstein," The American Scholar 64, No. 3 (1995): 401, 
accessed July 20, 2017, http://www.jstor.org/stable/41212347. 
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Example 2.1: Piano Concerto for the Left-Hand, Maurice Ravel, mm. 57-5812 

 

One-handed keyboard music and performances became progressively popular 

from the nineteenth to the twentieth centuries. In the 1870s and 80s, many one-handed 

piano works were published in the United States. This may have been due to the fact 

that many soldiers lost their limbs on the battlefield. Even two-handed pianists 

became fascinated with one-handed pieces. Alexander Dreyschock and Adolfo 

Fumagalli were outstanding two-handed virtuosi in the 1840s and 50s who achieved 

great careers playing one-handed repertoire. 

Pianists Responsible for the Development of Left-Hand Piano Repertoire 

Four pianists are most responsible for the development of repertoire for left-

hand alone.13 The Czech pianist Alexander Dreyschock (1818-1869) is the first 

pianist known to perform in public only with his left hand.14 Even though he had two 

																																																								
12 Maurice Ravel, Piano Concerto for the Left-Hand, 
http://imslp.org/wiki/Piano_Concerto_for_the_Left_Hand_(Ravel%2C_Maurice), accessed August 16, 
2017. 
13 Edel, Piano Music for one hand, 17-34. 
14 Ibid, 17.	
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hands, he became obsessed with playing left-hand repertoire and worked hard to 

develop the technique of his left hand. Like Liszt, he had a very well developed 

playing technique, performing Chopin’s Etude, Op. 10 No. 12 entirely with octaves in 

his left hand in Leipzig. His performance was good enough to astonish Felix 

Mendelssohn. 15  At a concert in Paris in 1843, he played his own composition for the 

left hand alone, Variations for the left hand, Op. 22. Later, Dreyshock was invited to 

teach in St. Petersburg, but the Russian climate proved too much for him. He traveled 

to Italy because of his health and died in Venice at the age of 51.  

Italian pianist and composer Adolfo Fumagalli (1828-1856) was ten years 

younger than Dreyschock. He came from a family of professional pianists and 

composers, but he was the most successful of all of them. He went to Paris in 1849 

and surprised everyone with his exceptional technique and strong fingers. Fumagalli 

commonly played paraphrases of opera tunes. In 1855, he became famous for his 

Fantasy on Meyerbeer’s opera ‘Robert le Diable’ for the left hand alone; both the 

critics and the public loved him. After that, he toured Europe playing salon pieces and 

a half-dozen opera paraphrases written for left hand. Unfortunately, he contracted 

cholera at the age of 28 and died.16 

 The Hungarian composer-pianist Geza Zichy (1849-1924) was the first 

professional one-armed pianist in the world. Zichy came from a wealthy family and 

enjoyed the highest level of social privilege. When he was 5 years old, he started to 

play the piano, but ironically, his first teacher criticized Zichy’s left-hand technique. 

When he was 15, Zichy lost his right arm in a hunting accident, experiencing 

excruciating physical pain and psychological anguish. The turning point happened in 

1875 when Zichy played an arrangement of the Erlkönig by Schubert, impressing 

																																																								
15 Ibid. 	
16 Ibid, pg. 21. 
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Liszt. Liszt suggested that Zichy’s Six etudes pour la main gauche seule (Six studies 

for the left hand only) be published and wrote a preface for the publication. While 

Dreyschock and Fumagalli were two-handed pianists who made their careers by 

playing left-hand alone works in addition to pieces for both hands, Zichy was the first 

to play recitals consisting entirely of left-hand pieces and even wrote the very first 

concerto for the left hand alone. Liszt wrote in a letter to a friend saying that “(Zichy) 

is an astounding artist of the left hand, which is so remarkably skillful to the point that 

the greatest pianists would be hard put to match him.”17 Because Zichy had great 

wealth and social status, he refused to accept fees for his performances and preferred 

to give charity concerts. For example, in 1915, he played a concert for men crippled 

in the first year of World War I.  

 The Austrian pianist Paul Wittgenstein (1887-1961) was born into a wealthy 

family at the peak of Viennese society. Johannes Brahms and Clara Schumann had 

visited when he was a child and he was known to own numerous paintings and 

manuscripts of great artists and composers. As a youngster, Wittgenstein showed 

great talent in music and eventually studied with Theodor Leschetizky. He debuted in 

Vienna at the age of 26.  Called up for service in World War I, Wittgenstein was 

injured and had his right arm amputated. Instead of giving up, he practiced the piano 

for seven hours a day. He wrote that rebuilding his career “was like climbing a 

mountain. If you can’t get up one way, you try another.”18 Before the war, 

Wittgenstein had been a professional two-handed pianist; after the war, he became the 

second left-handed known pianist after Zichy. Wittgenstein knew Zichy in passing 

and was inspired by him as a performer. Although he knew of Zichy’s compositions, 

he chose not to perform them. His repertoire included the Bach Chaconne transcribed 

																																																								
17 Ibid, pg. 27. 
18 Joseph Wechsberg, “His Hand touched our hearts,” Coronet Magazine 25/8 (June 1959): 25.	
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by Brahms, the etudes of Camille Saint-Saens and Max Reger, and the Prelude and 

Nocturne of Alexander Scriabin. He also worked on pieces by Alex Hollaender and 

liked Godowsky’s Chopin paraphrases. 

 Wittgenstein was responsible for commissioning around 40 important works 

for left-hand from the most famous composers of his day. Because he paid these 

composers well, they had to tolerate his complaints. Unfortunately, if Wittgenstein 

did not like a piece, he would refuse to play it.  This was the case with Hindemith’s 

Concerto Op. 29 (the manuscript was unfortunately lost) and Prokofieff’s Concerto 

No. 4. Wittgenstein wrote to Prokofieff: “I thank you for the concerto, but I don’t 

understand one note of it and I will not play it.”19 Wittgenstein also angered 

composers by changing the solo part if he did not like it. Benjamin Britten, Ravel, 

Schmidt, and Wuhrer were treated in this manner. For example, Wittgenstein 

tampered with Benjamin Britten’s Diversions and Ravel’s Concerto for the Left Hand. 

This made Ravel extremely angry. While they eventually reconciled, Wittgenstein 

never appreciated Ravel’s masterpiece and did not perform the piece in Paris until 

1933. Wittgenstein was also quite possessive about his commissions, refusing to 

allow other people to play works he did not want to perform himself. When he was 

blacklisted by the Nazi regime, he went to the United States and obtained American 

citizenship in 1946. He settled in New York City and taught and performed for 23 

years. He also published a three-volume School for the left hand containing his 

transcriptions and finger-twisting exercises. He died in New York City in 1961. 

 In more recent times, the cases of four pianists who have lost the use of their 

right hands due to acquired birth defects or physical injuries have become widely 

publicized. The abilities of Hye-Yeon Choi, Mary Grace, Nicholas McCarthy, and 

																																																								
19	Edel, Piano Music, 32.	
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Leon Fleisher to succeed at the piano have inspired many who struggle with similar 

obstacles. These individuals have learned to play by using a combination of music 

written specifically for the left hand or arranged for one hand by other composers.  

 Born in 1996, Hye-yeon Choi was three years old when, during an accident at 

her parents’ butcher shop, she lost two-thirds of her right arm. When she was 5 years 

old, Choi began piano lessons, practicing 3 to 6 hours a day, using her right elbow and 

left hand to play. In 2013, she won first prize at the Audition of Miracles, a National 

Handicapped Youth Music Competition. At the recommendation of her teacher, she 

has appeared on many television shows beginning at the age of 13. She has inspired 

other disabled children, including autistic children, to take up the piano themselves. In 

2014, she met Nicholas McCarthy, a British left-handed pianist, who believed that 

having only one hand should be not be regarded as a handicap, a sentiment echoed by 

his parents. Choi was touched by their remarks, and this meeting was a deciding 

factor in her effort to become a professional pianist. Since she did not have the full 

ability of her right hand, music was arranged to be left-hand centered. For example, 

her repertoire today might consist of Chopin etudes with prominent left-hand passages 

and single-note melodies capable of being played with the elbow of her right arm. She 

also uses repertoire pieces that were composed or arranged for the left-hand such as 

the Prelude and Nocturne, Op. 9 by Scriabin, the Piano Concerto for the Left-Hand in 

D major by Ravel, the Chaconne from the Partita No. 2 in D minor for solo violin by 

J.S. Bach arranged by Brahms, and the Chopin “Revolutionary” Etude arranged by 

Godowsky. If pieces she wishes to play were composed for two hands, her teacher 

rearranges them for her. For example, if the right-hand part has a chord, she used her 

left hand and her right elbow to play it. She has played the Fantasy in D minor, K.397 
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by Mozart with her left hand alone and has also composed her own works and 

performed them in public. 

 Another left-handed pianist, Mary Grace, was born in the Philippines in 1979 

to adoptive American parents. Her right arm ends at the elbow. When she was 5 years 

old, she had her first piano lesson, and playing the piano became an outlet for her 

sadness. She stated, “I hope that I can inspire others with disabilities, and to give 

honor to God for creating me this way.”20 Because Mary Grace did not allow her 

disabilities to prevent her from becoming an accomplished pianist, she has become an 

inspiration to students and teachers all over the world. 

 Nicholas McCarthy was born in England in 1989. He is a congenitally 

handicapped left-handed pianist. Unlike the first two pianists, he does not have even 

part of a right arm and has had to use only his left hand to play the piano. He taught 

himself to play on an electric keyboard as a young boy but did not start piano lessons 

until he was 14. Hearing a friend play Beethoven’s “Waldstein” Sonata changed his 

life. At the age of 17, he won admission to the junior department of London’s 

Guildhall School of Music and Drama, winning the annual piano prize. From there, he 

went on to graduate from the Royal College of Music in London. He has been a great 

inspiration to many of his fellow students in showing what it is possible to achieve 

with a disability. As a member of the Para Orchestra (Britain’s First Disabled 

Orchestra), he played piano for Paralympic athletes. The repertoire he performs 

includes familiar left-hand works such as the Prelude and Nocturne for the left hand 

Op. 9 by Scriabin and the Chaconne from the Partita No. 2 in D minor for solo violin 

composed by J.S. Bach and arranged by Brahms, and he also frequently performs 

																																																								
20 Kimberly Luste Maran, "Grace Unfurled," Adventist Review: Grace Unfurled, accessed August 17, 
2017, http://archives.adventistreview.org/2002-1541/story1.html. 
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arrangements for the left hand by Godowsky, Zichy, Wittgenstein, Fumagalli, and 

himself.  

 Leon Fleisher was born in San Francisco in 1928. He started playing piano at 

age four and gave his first recital at six. Soon after he traveled to Europe to begin 

study under Artur Schnabel. Fleisher had several remarkable concerts with orchestras 

across the globe during the 1940s and, in 1952, won the Queen Elizabeth Competition. 

However, in 1962, at the age of 34, he began losing the use of his right hand—not 

able to articulate the fourth and fifth fingers. Fleisher left the concert stage in 1965. 

Five years later, however, he reappeared in conducting engagements and made a 

name for himself performing widely with left hand alone. After receiving the 

diagnosis of focal dystonia, Fleisher received treatment and was able to resume use 

his right hand in the 1990s. Fleisher, faculty member at the Peabody Conservatory 

since 1959, continues to concertize throughout the world to this day. 

Important Resources 

For the purposes of this study, left-hand pieces can be understood to be one of 

two types: either written specifically for the left hand or originally written for both 

hands and subsequently arranged for the left hand. The two most important sources 

about this topic are written by Theodore Edel and Raymond Lewenthal.21 According 

to Edel, there is much more music written for the left hand alone than for the right, 

and a large amount of this repertoire was created for various reasons, including 

technical development of the left hand, injury to the right hand, compositional 

challenges, and virtuosic display. The key purpose, however, of most left-hand music, 

has been pedagogical. Because most piano literature highlights the right hand, many 

performers eventually find that there is a crucial gap between the abilities of their 

																																																								
21 Edel, Piano Music for One Hand and Lewenthal, Piano Music for One Hand. 
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right and left hands, especially as repertoire becomes more challenging, requiring 

more fluent and refined techniques by the left hand. As students become more 

proficient and begin encountering more difficult repertoire, they may try to remedy 

any weakness felt by the left hand by practicing left-hand works.  

According to Edel, another reason that there is much more music written for 

the left hand alone than for the right hand alone is due to the contributions of the 

pianists who specifically wrote or commissioned left-hand music and of the 

composers or arrangers who were inspired to write music for pianists who could only 

use their left hands. Brahms’ arrangement of Bach’s Chromatic Fantasy and Fugue, 

Ravel’s own arrangement of La Valse, and Stravinsky’s arrangement of L’Oiseau de 

Feu are examples. Both Theodore Edel and Raymond Lewenthal have compiled 

useful lists of solo works for the left hand alone and works for one hand and 

orchestra.22 

Edel and Lewenthal both state that there is an overwhelming preponderance of 

injuries to pianists’ right hands and not their left hands. While disability in the right 

hand can result from birth defects, accidents, nerve disorders, disease, or genetic 

predisposition, many players experience permanent damage to their right hands from 

the strain of over-practicing to project melodic elements, from incorrect practicing, or 

from general overuse. Robert Schumann is a classic example of someone who 

crippled his right hand through overuse.23 Paul Wittgenstein, Glenn Gould, Gary 

Graffman, and Daniel Barenboim, in addition to Leon Fleisher who was discussed 

above, were not left-handed pianists, but were forced to turn to left-hand repertoire 

because of accidents or overuse affecting their right hands. It can take years for a 

																																																								
22 Edel, Piano Music, 39-99 and 108-113, and Lewenthal, Piano Music, 2-128.	
23	Edel, Piano Music, 3-5.	
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pianist to recover the ability to use both hands as before. During this time, pianists 

may have no other choice but to study left-hand music. 

While Edel provides a history and survey of left-hand piano music, Lewenthal 

discusses practical strategies for learning or teaching this repertoire, including how to 

practice, finger, and pedal one-hand pieces. Lewenthal maintains that telling a student 

indiscriminately to practice slowly and loudly is the wrong approach because it can 

sometimes cause tightness, cramping, and even injury in a young and weak hand. He 

explains that one of the reasons for the lesser mobility of the left-hand is that the left 

hand plays in an area of the keyboard that requires more force than the right-hand. 

Therefore, he recommends that “speed and agility must be acquired first, and power 

only very gradually added.”24 I agree with Lewenthal that if the performer does not 

want to develop an injury during practice, skills should be acquired one at a time. 

He/she should begin practicing a piece at a slow tempo, remembering to release 

tension as soon as possible after playing the notes. After familiarity develops and 

students can play the notes in tempo, they may then work on projection. For example, 

Chopin’s “Revolutionary” Etude is a piece that can be used to develop the technique 

of the left-hand. However, if students do not have considerable experience with scale 

and arpeggio patterns, they may develop an injury while they are practicing the piece. 

If they attempt to develop speed and power at the same time, Lewenthal warns that 

tension can build up and then radiate up the arms and into the neck, back, and 

shoulders. This is especially important to remember when learning left-hand 

repertoire because students will be performing many tasks that are unfamiliar to them.  

Lewenthal also discusses the role of fingering. It is often difficult to find 

suitable fingerings for left-hand alone pieces because the left-hand must play both 

																																																								
24 Lewenthal, Piano Music, vi. 
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melody and accompaniment parts.  Sometimes the repertoire calls for uncomfortable 

positions caused by having to reach through large stretches between the fingers, to 

pass the thumb way under the fingers, or to reach fingers way over the thumb. 

Lewenthal suggests that the best way of determining suitable fingerings is by trying 

the fingerings suggested in as many different editions as possible and customizing 

them to the individual hand of the student.  

Another interesting source of information is the three-volume School for the 

left hand published by Paul Wittgenstein.25 Volume I is subdivided into four parts, 

which cover finger technique, scales with double notes, trills, and polyphonic 

exercises. Each part starts with simple exercises and ends with difficult and 

complicated rhythms and patterns. The fingerings are different than those in typical 

exercises by Hanon or Czerny. For example, to connect descending scale notes in C 

major, Wittgenstein sometimes uses the sequence 5-4-1 or 4-5-1 (see Example 2.2).  

 

Example 2.2: School for the Left Hand, Paul Wittgenstein, m. 126 

 

																																																								
25 Paul Wittgenstein, School for the Left Hand, Exercises (London: Universal Edition Ltd., 1957), vol. 
1-3. 
26 Wittgenstein, School for the Left Hand, vol. 1, 1. 
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Many exercises include stretches of ninths and tenths, as well as accidental notes 

played with the thumb alone. Therefore, care is needed if the performer is young or 

has small hands. 

 Volume 2 consists of technical etudes based on pieces written by other 

composers where students may apply the techniques learned from Volume 1. 

Examples include the Largo movement from Beethoven’s Sonata Op. 10 No. 3 and 

Chopin’s Etude in C Minor, Op. 10 No. 12, in double notes. For Volume 3, 

Wittgenstein composed transcriptions of pedagogical works by composers such as 

Bach, Mozart, and Schumann that vary in style, genre, technique, and level so that 

students can experience many kinds of repertoire. The teacher can use the books by 

Lewenthal and Wittgenstein to help students find and experiment with unusual 

fingerings when they are playing left-hand repertoire. 
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CHAPTER 3 

TECHNICAL ASPECTS OF PLAYING WITH THE LEFT HAND ALONE 

 Because the right-hand part is usually more prominent in standard piano 

literature, most pianists find the left hand cannot do everything that the right hand can 

do. This becomes a problem when students reach higher level repertoire, in which 

left-hand parts become more complex. It is easy to find pianists with fluent right 

hands and weaker, inaccurate left hands. Many etudes, such as Chopin’s 

“Revolutionary” Etude, that have difficult left-hand parts have been written in an 

attempt to close this gap. However, an even better way to develop left-hand technique 

is to play pieces written for the left hand alone because the left hand cannot hide 

behind the right hand. However, teachers need to be able to help students address the 

specific technical problems associated with left-hand piano music. The next sections 

will discuss these problems.  

Covering horizontal distances with the left hand 

 When playing left-hand pieces, the left hand has to cover notes traditionally 

taken by the right hand. One of the most important skills teachers can teach their 

students prior to working on left-hand pieces is how to cover horizontal distances at 

the piano. A major factor that determines which levers to use is the range of notes that 

needs to be covered, which can be narrow or wide. Viewed from above, the whole 

arm is divided into the hand, wrist joint, forearm, elbow joint, upper arm, shoulder 

joint, shoulder, and torso. These parts are used in combination. 

 To cover small distances, students can use wrist deviation, as shown in Figure 

3.1. If the notes are within a five-finger pattern or span less than one octave, students 

can usually cover the notes by using a little bit of wrist deviation to the left and right. 
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The wrist can be turned either toward the fifth finger (ulnar deviation) or toward the 

thumb (radial deviation).  

 

 

Figure 3.1: Wrist deviation27 

   

In Example 3.1, students can switch between positions of ulnar deviation and 

radial deviation as needed. If students sit in the middle of the bench, they will need to 

reach the left arm across the body to reach the first few notes, so radial deviation may 

come as a natural response. However, on the second beat, when students play the two 

octave shift between B-flats, the wrist can move into a ulnar deviation position so the 

hand will be well positioned to open up in anticipation of the large leap. 

     

     

Example 3.1: Solfeggietto, C.P.E. Bach, m. 6.28 

 

																																																								
27 Wrist deviation, “Google, http://biokineticgolfswing.blogspot.com/2012/02/”, accessed June 1, 2017. 
28 C. P. E. Bach, Solfeggietto, in Lewenthal, Piano Music for One Hand, 6. 
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To cover medium-sized distances, however, a larger lever is needed. 

Depending on the length of the student’s arm, if the range is approximately 1 to 3 

octaves, students can use forearm rotation to span between the distances. In this case, 

they should stabilize the upper arm and move the forearm using the elbow joint as a 

fulcrum.  

 In Example 3.2, forearm rotation is used to quickly roll the notes at the 

beginnings of mm. 1 and 3. The performer can also rotate the forearm at the elbow 

joint between the widely separated notes or chords. 

 

 

Example 3.2: Malgré tout, Manuel Ponce, mm. 1-4.29 

 

To cover very large distances, students need to use the largest levers of the 

upper body, such as the upper arm, shoulder, and upper torso. Most students can 

cover the entire range of the piano keyboard using a combination of these levers. If 

the piece covers an extremely wide range of notes across treble and the bass registers, 

the performer should sit in the middle of the piano and move the whole arm and torso. 

The student should be conscious of keeping the collarbone and shoulder joint free and 

not rigidly fixed. 

																																																								
29 Manuel Ponce, Malgré Tout, imslp.org/wiki/Malgré_tout_(Ponce%2C_Manuel), accessed August 15, 
2017. 



Texas Tech University, Minji Lee, December 2017 

21 
	

In mm.13-17 of Example 3.3, the students should use whole arm, shoulder 

joint, and torso to move between mm. 14 -15. There is a big leap between the F, the 

last note in m. 14, and the first rolled chord in m. 15. Also, there are jumps between 

large chords in m. 16. The student should use the whole arm, elbow joint, and 

shoulder joint to move through them. 

 

 

Example 3.3: La Ricordanza, Eduard Marxsen, mm. 13-17.30 

 

Playing both melody and accompaniment in one hand 

In this repertoire, the left hand often has to play both the melody and the 

accompaniment part at the same time. It is very difficult to bring out the melody line 

while keeping the accompaniment soft. There are often many chord inversions and 

changes in direction to negotiate. In addition, the parts can be complicated and thick, 

which can bring on fatigue and pain.  

Students will encounter all three difficulties—melody/accompaniment textures, 

changes in direction, and thick parts—in Examples 3.4 and 3.5. In example 3.4, there 

is a melody line in the treble clef against fast 64th-note tremolos in the 

accompaniment parts. The students should take some time after each the melody note 

to prepare for these tremolos so that they can bring out the melody and 

accompaniment part clearly. The students should use forearm rotation and relaxed 
																																																								
30 Lewenthal, Piano Music for One Hand, 23., as extracted from La Ricordanza.	



Texas Tech University, Minji Lee, December 2017 

22 
	

fingers for the tremolos. I suggest using the thumb for all the quarter- and half-note 

melodic tones, so that performers can jump to the accompaniment part more easily. 

They can also keep the hand shape compact and use 1, 3, and 5 to finger the 

accompaniment parts. 

 

 

Example 3.4: Fantasy in A-flat Major, Charles Alkan, mm. 14-15.31 

 

In mm. 3-5 of the same piece, there are many changes in chord inversions 

(Example 3.5). The chords are thick and difficult to play at a fast tempo, so students 

should take time to release muscles between chords and use a great deal of rubato to 

broaden the tempo. The strength of the upper arm and torso can be used to 

supplement the fingers to obtain a more powerful sound. The student should also 

strive to avoid making the chords sound choppy and percussive, but instead shape 

them into a line by slightly hanging on to the notes with the fingers. Each performer’s 

hands are different, so teacher should work with students to find fingerings that are 

supportive, comfortable, and efficient.  

 

																																																								
31 Ibid, pg. 36.  
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Example 3.5: Fantasy in A flat, Charles Alkan, mm. 3-5.32 

Adjustments to sitting position 

 When teachers teach students left-hand pieces, it is also important to discuss 

sitting position beforehand. For example, if the piece is notated mostly in the treble 

clef, the student should sit on the right side of the piano, not in the normal middle 

position. If the piece is mostly in the bass clef, students should sit on the left side.  

Relieving Tension in the Left Hand 

 Having to do the work of both hands with one hand can create a great deal of 

tension in all parts of the playing mechanism. While all piano playing involves 

muscular contraction or tension, a pianist should only use as much muscular 

contraction as is necessary for the job and then release it as soon as possible. If the 

tension remains at a high level for too long, the performer might sustain an injury. For 

example, students who practice the fast passages, big chords, and leaps in the Alkan 

Fantasy often feel a large amount of tension in the upper arm and shoulder. Teachers 

can recommend using an upward motion of the wrist to release tension between 

																																																								
32 Ibid.	
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chords. It may be necessary to slow down the tempo significantly to provide more 

time for the muscles to be able to relax. 

Pedaling of One-Hand Pieces 

 When performers play music for one hand, the pedal is an indispensable 

element. When the fingers move from one note to another, the pedal keeps the 

previous note sounding, so several notes can be shaped into a line. When the 

performer plays a bass note and secures it with the pedal, he/she can convey the 

impression of playing with two hands when the next note is played. Teachers should 

examine the transcriptions of Leopold Godowsky for valuable pedaling suggestions of 

left hand pieces (See Examples 3.6 and 3.7). 

 In Example 3.6, the pedal holds the bass notes for an eighth note so the 

performer’s fingers can release and move quickly over the 16th notes. The pedal is 

depressed on the downbeats and released on the intervening eighth-note upbeats of 

the first two measures. Performers should practice at a slow tempo at first to 

coordinate foot motions with the 16th notes. 

 

Example 3.6: Etude Op. 10 No. 4, Frederic Chopin (trans. Godowsky), mm. 1-433 

 

																																																								
33 Leopold Godowsky, Studies after the Frederic Chopin Op. 10 Etudes (London: Hinrichsen Edition 
Ltd., 1914), 31. 
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 In Example 3.7, the pedal is depressed on the first melody note and changes 

when the harmony changes so that the sounds are clear and performers can keep the 

melody line sustained while they move to the other notes. This piece is at an advanced 

level and the pedaling may be difficult for students because it is highly irregular. Una 

corda (soft pedal) markings add to the difficulty. Because this piece has a famous 

tune, it is a good idea for students to sing the melody line while practicing the damper 

pedal changes. The students should add the soft pedal only after they can pedal the 

melody cleanly. 

 

Example 3.7: Etude Op. 10 No. 3, Frederic Chopin (trans. Godowsky), mm. 1-834 

  

Fingering of One-Hand Pieces 

 In left-hand alone pieces, fingering choices require careful consideration. 

When a performer is used to using both hands, it can be difficult to adjust to new 

fingering patterns. The best way to find appropriate fingerings is to try numerous 

options and choose which fingerings fit an individual’s fingers best. Some options 

may be discovered in Wittgenstein’s School for the Left-Hand and Godowsky’s 

																																																								
34 Ibid, pg. 27. 
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Studies After Frederic Chopin’s Etudes, both of which contain transcriptions of the 

Etude Op. 10, No. 12 (“Revolutionary”) by Chopin.35  

 Wittgenstein’s etude transcription contains many difficult techniques, such as 

octave stretches and big leaps (Example 3.8). He uses the fourth and fifth fingers to 

move between octaves and single notes throughout the etude. If performers have 

small hands, this will be difficult to play and may cause injury in their hands. 

However, if the performer plays the sixteenth notes in groups of two, they will be able 

to release tension in their hands between the groups.  

 

 

Example 3.8: Etude Op. 10 No. 12 (“Revolutionary”), Frederic Chopin (trans. 

Wittgenstein), mm. 1-536 

  

 Godowsky’s transcription, on the other hand, is transposed to C# minor and 

therefore uses different fingerings (see Example 3.9). Lewenthal said that Godowsky 

had a small hand but that the fingering in Godowsky’s book includes so many 

stretches, twistings and turnings, and passings under and over the fingers that they 

																																																								
35 Leopold Godowsky, Studies after the Frederic Chopin Op. 10 Etudes (London: Hinrichsen Edition 
Ltd., 1914) and Paul Wittgenstein, School for the Left Hand, Exercises (London: Universal Edition Ltd., 
1957). 
36 Wittgenstein, School for the Left Hand, vol.2, 18. 
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cause the hands “to feel boneless and malleable as putty after you study a few of 

Godowsky’s works.”37 The etude features harmonic intervals of sixths, fourths, and 

thirds that harmonize the melody line. Therefore, the fingering is less stretchy than 

Wittgenstein’s version. Godowsky suggests two fingering options in m. 1, so that 

performers can choose which they prefer.  

 

 

Example 3.9: Etude Op. 10 No. 12 (“Revolutionary”), Frederic Chopin (trans. 

Godowsky), mm. 1-438 

 

 Wittgenstein takes out Chopin’s original right-hand melody from mm. 10 to 

29, as shown in Example 3.10. 

																																																								
37 Lewenthal, Piano Music, vii. 
38 Godowsky, Studies after Chopin’s Etudes, 4. 
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Example 3.10: Etude Op. 10 No. 12 (“Revolutionary”), Frederic Chopin (trans. 

Wittgenstein), mm. 10-1439 

 
 Unlike the Wittgenstein’s version, Godowsky keeps the melody line from m. 

10 but lowers it two octaves (see Example 3.11). While the fingering choices in 

Wittgenstein are more technically difficult, bringing out the melody in Godowsky’s 

version is challenging because the left-hand accompaniment continues underneath.  

 

Example 3.11: Etude Op. 10 No. 12 (“Revolutionary”), Frederic Chopin (trans. 

Godowsky), mm. 9-1240 
																																																								
39 Wittgenstein, School for the Left Hand, 18. 
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CHAPTER 4 

RECCOMMENDED PEDAGOGICAL LITERATURE FOR THE LEFT HAND 
ORGANIZED BY LEVEL OF DIFFICULTY 

 

In this chapter, I will present lesson plans, organized by level of difficulty, for 

selected pedagogical works for the left hand. I analyzed the pieces by taking into 

account the rhythms, dynamics, leaps, range, key, and tempo of each. Lesson plans 

draw attention to common difficulties experienced by students and show how these 

problems can be resolved. The pieces presented in this chapter come from such 

collections as Melody Bober’s Grand One-Hand Solos for Piano, John Thompson’s 

For Left Hand Alone, and Raymond Lewenthal’s collection of pieces called Piano 

Music for One Hand.41 Most of the pieces that I have used in this chapter are also 

compiled in Theodore Edel’s Piano Music for One Hand and Donald L. Patterson’s 

One Handed: A Guide to Piano Music for One Hand.42 My leveling of each piece was 

determined according to the scale established in Jane Magrath’s book The Pianist's 

Guide to Standard Teaching and Performance Literature.43  

Levels One and Two 

For levels one and two, I selected works with simple rhythms and easily 

recognizable melodies. Most beginning-level students have just started piano lessons 

or have never learned piano music for just the left hand, so it is difficult for them to 

distinguish between the two roles the left hand must play in this new format—the 

melody and the accompaniment in one hand. For level-one students, I chose pieces in 

																																																																																																																																																															
40 Godowsky, Studies after Chopin’s Etudes, 5.	
41 Melody Bober, Grand One-hand Solos for Piano (Van Nuys: Alfred Publications, 2012); John 
Thompson, For Left Hand Alone (Cincinnati: The Willis Music Co., 1959-1962); and Raymond 
Lewenthal, prefatory notes to Piano Music for One Hand (New York: Schirmer, 1972). 
42	Theodore Edel, Piano Music for One Hand (Bloomington: Indiana University Press, 1994) and 
Donald L. Patterson, One Handed: A Guide to Piano Music for One Hand (Westport, CT: Greenwood 
Press, 1999).	
43 Jane Magrath, The Pianist's Guide to Standard Teaching and Performance Literature (Van Nuys, 
Alfred Publishing Co., 1995), v-viii, xi.	
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which the student plays the melody and the teacher takes the accompaniment part or 

in which student takes the accompaniment and the teacher provides the melody.  

These settings allow students to experience the interaction between the two parts.  

For level-two students, I chose short works with relatively simple rhythms and 

melodies that students may recognize. Teachers should help students to produce a 

singing legato for the melody and to keep the accompaniments light. 

Lesson Plan One: Secret Mission, Melody Bober 
Level One  

 Secret Mission is composed for the left hand and as a student-teacher duet. 

Because students play the majority of the notes in the treble range, the teacher should 

ask them to sit on the right side of the bench before they start playing. In this piece, 

most of the notes are in the range of A3 to E5. The five-finger pattern position moves 

up an octave, but students should not have to move their bodies to make the octave 

leap. To play the octave leaps in mm 9-10, it would be more efficient to rotate the 

forearm at the elbow joint without moving the entire upper torso or shifting the sitting 

position.  

Teachers and students should also make decisions about phrasing. Teachers 

can play both the teacher and student parts to allow students to listen to the two-

measure phrases. Even though the entire piece is composed of two-measure phrases, it 

is important to discuss the differences between these phrases and experiment with 

varied articulations to produce different effects. For example, a mysterious mood can 

be created in mm. 1-8 by lengthening the staccatos, but students can brighten up the 

mood in mm. 9-12 by playing the staccatos shorter. In mm. 9-12, the staccato should 

be approached with a faster key speed and more weight than in mm. 1-8. In mm. 9-12, 

students should be instructed to use an “up” motion to jump from the key surface 

instead of a vertical, downward motion. I ask my students to imagine that they have 
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springs on the tips of their fingers to achieve the upward bounce. Teachers can also 

ask students to focus on the dynamics, guiding them on how to make sudden as well 

as gradual dynamic changes. A creative approach might be to ask students to identify 

each dynamic with different amounts of weight, different emotions, or even different 

symbols. For example, when I asked a student of mine to learn this piece, she decided 

to identify each dynamic with a different animal to give each one a unique emotion 

and character. She told me that the forte reminded her of big animals such as bears 

and tigers and that the mezzo piano signified smaller animals like rabbits. She was 

thus inspired to express a wide diversity of characters. This creative process made it 

easier for her to understand the piece.  
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Example 4.1: Secret Mission, Melody Bober, mm. 1-12.44 

 
Lesson Plan Two: Setting Sun, Melody Bober 

Level One  

This piece is composed as a duet for the teacher and student to play together, 

so the sound is full even though the parts are simple. For this piece, the student should 

																																																								
44 Bober, Grand One-hand Solos for Piano, Book 1, 10. 
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sit on the left side of the keyboard because most of the notes are in the range of F2 to 

C4 played in five-finger positions that move up and down an octave. Teachers can 

play the piece for students first and ask them about the character of the piece and how 

it makes them feel. I would help students to establish an appropriately slow tempo. I 

would also ask my students to rock back and forth with the half note beat so that they 

can begin feeling the music through a larger pulse and so that they will be ready to 

move their torsos through the octave shifts at the beginning and end of the piece.  

 I believe it is important for students to practice the octave leaps of the open 

fifths in mm. 1-4 with a relaxed arm and to practice connecting the fifths with an arc-

shaped movement. To develop the accuracy of this motion, I recommend starting very 

slowly and gradually speeding up to the indicated tempo. In contrast to the previous 

piece, there are many legato phrases in Setting Sun, so the teacher can emphasize this 

characteristic by demonstrating the differences between a long phrase and a short 

phrase. I would ask my students to keep their wrists relaxed to allow the long melodic 

line to be connected and even. Syncopated pedal, a new technical element at this stage, 

could be added to connect the sounds. If students have problems with pedaling, I 

would model the pedaling by putting my foot on top of theirs so they can feel when 

the timing is correct. 
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Example 4.2: Setting Sun, Melody Bober, mm. 1-12 45 

 

Lesson Plan Three: The Beautiful Blue Danube, Johann Strauss 
Level Two 

																																																								
45 Ibid, pg. 12. 
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 Unlike the previous two pieces, there is no teacher part in the Beautiful Blue 

Danube, so students must play both the melody and the accompaniment in one hand. 

Since this is a popular piece, students may already know the melody and this will 

certainly aid in the learning of it. It is recommended that teachers sing the melody 

along with their students’ playing to help them with the waltz feel of this piece. 

 A very important aspect of this repertoire is the alternating dialog between the 

melody line and the accompaniment. In the past, I have asked my students to think of 

the piece as a conversation between two different characters, one in the bass and the 

other in the treble. The opening phrase asks a question from the beginning to the first 

beat of m. 2, and the softer answer follows in the third beat of m. 2 until the first beat 

of m. 4.  

 Most of the notes are in the range of F#3 to G5, but the student should move 

the left hand quickly from bass to treble in mm. 2, 4, 6, 8, 14, 18, 20, 22, and 24.  I 

recommend that teachers show students how to keep their shoulders free and to rotate 

their forearm at the elbow joint for this motion. The touch of the treble chords in m. 2 

should be very light in contrast to the bass chord at the beginning of m. 2. 

Teachers should be aware of how the elements of this piece may present 

challenges to students in the learning process. For example, the first note of Beautiful 

Blue Danube is an unaccented upbeat. Teachers can demonstrate how to count before 

starting so that students notice the first note is on the third beat. Students should use  

the damper pedal in m. 2. The function of the pedal in this piece is to connect notes 

across the large register shifts in the accompaniment. However, students should be 

advised to play with no pedal during early learning stages.  Once they are familiar 

with the piece and the physical movements and musical expressions feel more fluent, 

students can start adding the pedal. Due to the frequent use of staccato, the teacher 
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should discuss nuances in articulation and how they can affect the character of the 

piece. Let the student sing this song to feel the swing of the waltz and determine how 

different lengths of staccatos on the third beat of each measure and the downbeat of 

the next make up the waltz accompaniment. Because the ideal performance practice 

of a waltz has an emphasis on the first beat, the downbeat staccato notes can be 

performed as mezzo staccato. 

 

Example 4.3: The Beautiful Blue Danube, Johann Strauss (trans. Thompson), mm. 1-

14 46 

																																																								
46 Thompson, For Left Hand Alone Book One, 4. 
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Levels Three through Six 

Many teachers agree that it is often difficult to keep intermediate-level 

students interested in music lessons. Most young students who have already had piano 

lessons for a few years are at the intermediate level, so it is vitally important that 

teachers keep students engaged during lessons, which can hopefully also serve as a 

motivator to practice. For this reason, I selected pieces in the level three to six range 

that would add variety and interest to students’ assigned repertoire.  

 

Lesson Plan Four: Left-Hand Boogie Stomp, Melody Bober 
Level 3 

As the title suggests, this piece is written in a boogie-woogie style. Therefore, 

student should be encouraged to “swing” the eighth notes, a common practice in this 

type of music. Playing the swing rhythms should be fun for students, particularly in a 

forte dynamic and upbeat tempo. 

Before playing the piece, students should check the clef signs. In this case, 

there are two bass clefs, so the student should sit on the left side of the keyboard to 

better reach all the notes.  

 The most difficult aspect of this piece is the frequency of accidental notes, 

requiring students to pay attention to the physical feeling of playing the interval of a 

fifth in combinations of white and black keys and in different positions on the 

keyboard (Example 4.4). Even though the tempo is slow and there are no complicated 

rhythms, some young students may have difficulty sight-reading the piece because of 

the accidentals. Students can practice single measures, such as m. 2, slowly with the 

goal of moving their left hands fluently between the open fifths. 
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Example 4.4: Left-Hand Boogie Stomp, Melody Bober, mm. 1-12 47 

 

Example 4.5 shows a big leap and tie in mm. 13-14. Example 4.6 shows the 

tricky thumb crossings in mm. 23-24. These spots can be challenging for students, so 

teachers should provide students with guidance before problems arise. Students might 

practice the big leaps in m. 13 at a very slow tempo for the first few times to facilitate 

																																																								
47 Bober, Grand One-Hand Solos for Piano, Book 3, 14. 
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confident moves from low to higher registers. The fingering moves from 5-1 to 5-3. 

At a slow practice tempo, students can learn to estimate the distance from G-D to the 

higher G-B. In mm. 23-24, the fingering alternates between 1 and 2, ending with 5 

and 3 on the last two notes. Because of the fast tempo, students might be tempted to 

skip the rest and move right away to the last note in m. 24. The rest, in fact, helps 

students shift confidently to the lower octave  

 

Example 4.5: Left-Hand Boogie Stomp, Melody Bober, mm. 13-14 48 

 

 

Example 4.6: Left-Hand Boogie Stomp, Melody Bober, mm. 23-24 49 

 

Lesson Plan Five: Klavierstück, C. P. E. Bach 
Level 4 

When students look at this piece, they may think it is simple because it is only 

one page, is made up of simple rhythms, and is written using one clef. However, it 

																																																								
48 Ibid, pg. 15. 
49 Ibid. 
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may not be as easy as it appears. This piece may be played with the right or left hand. 

According to Donald L. Patterson, if using the left hand, the performer should 

consider playing it one octave lower than written for the sake of comfort.50 If students 

want to play it as written, I suggest that they sit on the right side of the keyboard 

because there are no notes under middle C.  

The most important concept to discuss in Klavierstück is the fingering. I 

believe that students should have the chance to first select the best fingering for 

themselves on their own since everyone’s hands are different. I once asked my 

student about fingering after she sight-read this piece for the first time. She said that 

she figured it out according to which fingerings felt most comfortable in her hand, but 

that some parts were more challenging. Thus, we worked on those sections out 

together.  

Another challenging aspect of Klavierstück is the complex contour of the 

melody, which is grouped into two-measure phrases. Intervals shift up and down 

between 3rds, 4ths, and even 10ths from the lowest tone to the highest note. Therefore, 

students should approach the piece slowly and carefully. For example, in mm. 14 and 

16, the direction of arpeggios is not constant from one to the next. In this case, it is a 

good idea to plan out the wrist deviations that will enable students to perform these 

sections effectively. The register in which the student plays and the combinations of 

white and black keys in use can affect hand and wrist positions. For example, students 

might feel more comfortable executing m. 5 with ulnar deviation and shifting to radial 

deviation in mm. 7-8. There is a thumb crossing in mm. 11-12; the shift puts the 

thumb on a black key, creating what can be an uncomfortable physical feeling for 

																																																								
50 Donald L. Patterson, One Handed: A Guide to Piano Music for One Hand (Westport, CT: 
Greenwood Press, 1999), 55. 
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students. The thumb crossing happens from endnote of the m. 11 to first note of the m. 

12. The thumb is shorter than other fingers and the students should play black note 

with edge of the thumb, so the sound can be weak and unstable. Therefore, the 

students should be ready to go to F sharp with thumb quickly after playing A note 

with 4th finger and they can take some time before they play the F sharp with thumb. 

At the first time to practice this part, they should practice just two notes which is A 

note with 4th finger and F sharp with thumb and if it get familiar, it would be good to 

practice two measure. To overcome this challenge, teachers can guide students to 

practice these measures slowly while maintaining a flexible wrist and firm fingers. 

Also, the teacher should help students to shape the musical line and bring out 

important tones. Although this piece is notated as a single line, it is important to lead 

students to notice that the top notes of the individual arpeggios often forms a melody, 

as in mm. 5-8.  

This piece can function as an early introduction to the style of J. S. Bach, as 

seen in his preludes. Additionally, teachers can give the student information about 

how to realize trills and mordents according to Baroque and Classical performance 

practices. However, the piece can be played without these ornaments if their 

execution is too difficult for students.  
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Example 4.7: Klavierstück, C. P. E. Bach, mm. 1-24 51 

 

Lesson Plan Six: Black Eyes, Gypsy Folk Song 
Level 5 

Example 4.8 is from a famous Ukrainian folk song. The Ukrainian poet 

Yevhen Hrebinka wrote the lyrics; the melody is from Florian Hermann’s Valse 

Hommage. For many years, the song remained in the repertoire of Moscow gypsies.52  

																																																								
51 Lewenthal, Piano Music for One Hand, 128. 
52 James J. Fuld, The book of world-famous music: classical, popular, and folk (New York: Courier 
Dover Publications, 2000), 417. 
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John Thompson transcribed this song for the left hand alone, but notated it 

across the grand staff. This is the first piece I present in this document in which the 

left hand is responsible for both the melody and the accompaniment at the same time. 

The hand often must jump from the low bass notes to the melody line. Because the 

leaps are so wide, often more than an octave, the performer should look ahead to 

know what note is coming up next. The student should be encouraged to feel the 

dance rhythm, where the upbeats move smoothly to the accented downbeat. The 

teacher can demonstrate the piece for the students, so they can feel how the melody 

flows with the rhythm.  

Other aspects to consider when learning this piece are articulations and pedal. 

Teacher and students should focus on music elements such as the fermata, slur, legato, 

and staccato to bring the piece to life. The first two notes of Black Eyes are both held 

out upbeats; the teacher can rehearse with students how much time to take on these 

notes. There are many two- and three-note slurs over the bar line, ending with an 

accented staccato. When I practiced this piece, it was difficult to coordinate these 

slurs with the pedal. Therefore, I recommend practicing this piece first without the 

pedal and concentrating on the down-up movements of the wrist to emphasize slurred 

and staccato notes, respectively.  After becoming comfortable with this physical 

approach, students should carefully add pedal, noticing that the pedal goes down on 

the third beat of a measure and up on the third beat of the subsequent measure. 

There are many repetitions but very few dynamic markings. Students often 

think of dynamics as being absolute values and do not hear the musical nuances of 

dynamics. Teachers can discuss how to shape the music, how dynamics can convey 

different moods and emotions, and how to vary the dynamics when sections are 

repeated.  
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Example 4.8: Black Eyes, John Thompson, mm. 1-32 53 

 

Lesson Plan Seven: Solfeggietto, C. P. E. Bach 
Level 6 

																																																								
53 Thompson, For Left Hand Alone Book Two, 16. 
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Solfeggietto was originally written for two hands by C.P.E. Bach. The 

arrangement here is by A. R. Parsons and found in Lewenthal’s collection.54 Unlike 

the previous piece in this analysis, Solfeggietto is notated on one staff, starting with 

bass clef and moving to treble clef on the last beat of m. 1. Students should sit in the 

middle of the bench and be ready to move their torsos when needed. Similar to 

Klavierstück, this piece has simple rhythmic values, so the students can focus their 

learning on playing quickly and evenly and shaping the line musically.  

Fingering choices are important in the quest for even and smooth transitions 

because the thumb crossings can be tricky for students, especially in scalar passages. 

The goal is to make the musical line smooth, so teachers should guide students in how 

to practice for evenness in rhythm and sound.  

 There are many arpeggios spread out over an interval of a tenth and rapid 

shifts over two or more octaves, as seen in mm. 5, 6, 8, and 9 of Example 4.9. The 

student should mentally prepare in advance for these shifts. For the leaps to the bass 

notes in m. 13, I suggest taking more time so that the bass can be played softly and 

beautifully.  

In mm. 1-12, the pedal is only used to help disguise the shifts and are therefore 

rarely depressed on the first or strong beats of the measure. Because of the irregular 

pattern of the pedaling, I believe that the piece should be learned first without pedal. 

After students become familiar with the phrasing and fingering, short applications of 

pedal can be used to improve the legato. If the students are still having trouble, they 

can remove the pedal without affecting the sound too negatively. When I listened to 

different recordings of this piece, some performers played it at a faster tempo while 

others played it at a slower tempo. The recordings that were played at a fast tempo 

																																																								
54 Lewenthal, Piano Music for One Hand, 6. 
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were most likely performers using both hands. If a performer plays this piece with one 

hand, the tempo will be slower than someone playing with two hands, but this should 

be adjusted according to the performer’s level of comfort. Although tempo is slow, 

the students can get an energetic sound if they shape phrases and dynamics well. For 

students to be successful, they can focus on playing deep into the keyboard and 

carefully connecting successive notes to ensure solid and continuous even lines. 

 

Example 4.9: Solfeggietto, C. P. E. Bach, mm. 1-16 55 

																																																								
55 Lewenthal, Piano Music for One Hand, 6. 
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Levels Seven through Ten 

At levels seven to ten, detailed articulation, more difficult techniques, and 

complicated rhythms make the pieces selected for this analysis much more 

challenging for students. I have chosen pieces that represent various periods or styles 

but that are more complicated than those at intermediate levels. Therefore, it is 

advantageous for students who learn these more advanced pieces to have already had 

exposure to easier left-hand alone pieces. The students can use the pieces discussed in 

this section as concert repertoire. 

 

Lesson Plan Eight: Malgré tout, Manuel M. Ponce 
Level 7 

For level seven, I chose a twentieth-century dance piece (Example 4.10). This 

work is an original composition for the left hand alone. It was composed by Manuel 

M. Ponce in honor of sculptor Jesús Fructuoso Contreras, who had to have his right 

arm amputated. Contreras created sculptures after he lost his right arm which he titled 

Malgré tout, meaning “nevertheless.” When Ponce was eighteen years old, he became 

inspired by Contreras’s work.56 The poignant story behind the music seems to be 

retold and embellished with every edition and reprint of Ponce’s Malgré Tout. In 

some tellings, the two were friends and Contreras’ arm was lost in an accident. Jesus 

Herrera’s edition states that the arm was amputated in Paris because of cancer that 

proved fatal within two years and concludes that Ponce had probably written the piece 

without knowing Contreras.  

The composer infuses his piece with a habanera rhythm. The thumb projects 

the melody and the tempo is not fast, but the articulation, phrasing, shifts between 

																																																								
56 Patterson, One Handed: A Guide to Piano Music for One Hand, 138-139. 
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staccato and legato, and frequent septuplet, octuplet, and nonuplet rhythms are some 

of its challenging aspects. 

 There are many large leaps in this piece that are sometimes more than one or 

two octaves wide; students should know what note is coming up next and prepare 

beforehand. However, when shifting the arm during leaps, it is important for students 

to stay relaxed. Less tension in the arm facilitates quicker movements and better 

accuracy. An effective way of practicing this is estimating distances between notes 

slowly and then building up the tempo.  

Some passages can benefit from players taking more time than originally 

notated in order to emphasize the musical style and make large leaps or more difficult 

passages easier to play. For instance, in m. 4, it might make sense to take more time 

on the low G-sharp and start with a slow tempo on the subsequent septuplet passage. 

Using rubato, as well as changing mood through dynamics, can help in added interest 

to the piece since there are a number of repetitions. 
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Example 4.10: Malgré tout, Manuel M. Ponce, mm. 1-19 57 

 

Lesson Plan Nine: Four-Voiced Fugue, Friedrich Kalkbrenner 
Level 8 

This four-voiced fugue in G major is regarded as the first one-handed fugue 

written by a Classical period composer (Example 4.11 and 4.12).58 Naturally, one of 

the most important things to recognize in playing this piece effectively is how 

																																																								
57 Manuel Ponce, Malgré Tout, imslp.org/wiki/Malgré_tout_(Ponce%2C_Manuel), accessed August 15, 
2017. 
58	Edel, Piano Music for one hand, 71.	
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important it is to project the voice of the fugue theme over other voices. The main 

theme is introduced in the first four measures in the key of G. In mm. 5-8, the theme 

is played again on an upper voice in the dominant key.  The theme is once again 

repeated as one of three voices in mm. 9-12, and 13-16.  

Students may encounter technical challenges that, if overcome, serve as 

opportunities to refine their musicianship. For example, mm. 17-22, 30-31, and 34-47 

require the careful balancing of voices in a single hand, voices moving in contrasting 

motion, and the frequent thumb crossing-over or -under technique. Another 

technically demanding phrase is shown in mm. 48-53. The chordal phrase leads to the 

fortissimo climax of this piece. The teacher should guide the student in finding proper 

physical positions for these various chords allowing for a release of tension after each 

one. 

Shaping of the voices in a tasteful fashion is imperative. Teachers should be 

aware of making the main theme a large phrase in the music to avoid a vertical and 

choppy sound, which can be easily caused when playing staccato. There are only a 

few dynamic signs indicated on the score. I personally suggest dynamic differences 

for every entrance of the theme for more musical expression. The performer can start 

with p for the first main theme as written, play the theme in the second voice as mp, 

gradually get louder for the repeated theme in the third voice at mf, and then increase 

the dynamic to f toward m. 13. For another suggested musical idea, the student can 

consider performing the main theme and an episode as contrasting articulations, such 

as sharp staccatissimo at first and smooth legato after, during which the student can 

possibly use pedal to facilitate the singing melody or indicated slurs.  
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This repertoire includes all characteristics of the Baroque music style in a 

simplified structure.  For this reason, it is an effective piece for students who want to 

learn counterpoint before they play Bach’s fugues.  

 

Example 4.11: Four-Voiced Fugue, Friedrich Kalkbrenner, mm. 1-32 59 

 

																																																								
59 Lewenthal, Piano Music for One Hand, 18. 
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Example 4.12: Four-Voiced Fugue, Friedrich Kalkbrenner, mm. 33-55 60 

 

Lesson Plan Ten: La Ricordanza, Eduard Marxsen 
Level 8 

With this piece, students can feel a dramatic atmosphere because the key 

changes frequently (Example 4.13). La Ricordanza is only two pages long, but 

students may still struggle with its big chords and dramatic musicality. It is important 

to let students think about how they can figure out these problems and perform with a 

full and confident sound.  

This piece is from Three Impromptus, Op.33, “Hommage à Dreyschock”. It 

begins with a tragic four-measure introduction. After the introduction, the A section 

starts with a sad melody in F minor in m. 5, but then the key changes to D-flat major 
																																																								
60 Ibid, pg. 19. 
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in m. 13 with a happier mood. In the B section beginning in m. 25, the tempo marking 

changes to Allegretto and the key changes to F major, so students must change the 

mood to contrast with the A section. While the atmosphere of the A section is weighty 

and dark, the B section features a long legato, a lighter and more beautiful sound, and 

a positive atmosphere. Then, the A section returns in m. 41 and concludes the work. 

In order to understand or feel the piece in a more personal way, teachers might want 

to help students develop their own story about the music, taking into consideration the 

musical characteristics discussed here.  

In this piece, there are no fingerings or pedal markings provided. Therefore, 

the teacher and students must discuss these components carefully. In the A section, I 

recommended using more pedal to make a sustained legato sound, but in the B section, 

I use less pedal because the mood changes and expresses a brighter feeling.   

Large arpeggiated chords in this piece can create a challenge for students, and it 

should be noted that this is not an appropriate piece for students with very small hands. 

At mm. 13-24, there are many large rolled and leaps with chords that cover more than 

one octave, so the performer can benefit from taking more time than written to 

execute them clearly and with the right dynamic intention. Because the chords are so 

large, the second finger must shift over the thumb to play the top notes of the chords.  
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Example 4.13: La Ricordanza, Eduard Marxsen, mm. 1-32 61 

 

Lesson Plan Eleven: Gavotte in E, J. S. Bach 
Level 9 

This piece is originally from the Partita in E major for solo violin by J. S. 

Bach and was transcribed for the left hand by Rafael Joseffy (Example 4.14). It would 

																																																								
61 Ibid, pg. 23. 
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be useful for the students to listen to the original version of this piece or to imagine 

how a violinist would approach it.  

As expected in a gavotte, the music starts with two upbeats. Before they play, 

students should know what the gavotte rhythm is and try to conduct it. This is a good 

opportunity for students to learn about a dance movement that commonly appears in 

Bach suites.  

 This piece is in rondo form. The theme comes back frequently, and the 

performer should try to perform it differently each time. For example, the theme starts 

on the two upbeats to m. 1 and ends on the second beat of m. 8. The theme begins 

again in m. 8 one octave higher. Performers can change the dynamic and touch on the 

keyboard at this point to add interest.  

To make the piece colorful and interesting, students can be made aware of 

several approaches. Students should play with contrasts in dynamics and articulations 

between legato and staccato. Voicing the theme is important. It can be challenging for 

students to find each voice in contrapuntal pieces. Therefore, I would explain to 

students how each of the voices develop. After, I will focus on the playing with a full 

sound and with physical comfort without attention yet to voicing any particular line. 

Later, when the students are ready, I will guide them in bringing out the melody. 

Certainly, there is the possibility for students to become injured if trying to press out a 

melody line Instead, they should project important lines maintaining the wrist relaxed 

to transfer arm weight to their fingers, which should be firm. 

Other considerations include pedal use, articulation, and fingering. Pedal 

should be used sparingly, as suggested in the score, and most often as half pedal to 

connect legato lines. Unlike the previous piece in this analysis, the staccato here is not 

short, so the performer can play with a gentle lifting sound on upbeat notes to support 
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the gavotte style. The fingering is also difficult to master. From the third beat of m. 18 

to the second beat of m. 23, the thumb crossings, changing direction of moving notes, 

and big stretches between the fingers make choosing comfortable fingering an 

important step in the learning process.  

 

 

Example 4.14: Gavotte in E, J. S. Bach, mm. 1-24 62 

 

Lesson Plan Twelve: Fantasy in A flat, Charles Valentin Alkan 
Level 10 

																																																								
62 Ibid, pg. 2. 
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 This piece, the first of Alkan’s Trois Grandes Etudes, was edited by Alkan’s 

son, E. M. Delaborde (Example 4.15). The first etude is composed for the left hand 

alone, the second is for the right hand alone, and the third is for both hands together. 

This piece displays most, if not all, of the technical difficulties discussed in earlier 

pieces in this paper. I believe that this piece is beyond level 10 in difficulty, so it 

should be taught only to experienced students. Large-scale tremolos, arpeggios, 

octaves, and quick keyboard register shifts make performance of this work difficult. 

Also, big leaps with thick chords in a variety of positions and changes in the direction 

of moving notes can present challenges.  
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Example 4.15: Fantasy in A flat, Charles Alkan, mm. 1-10 63 

 

 Fingering suggestions are not given in this piece, so students should take the 

time to find appropriate and comfortable fingerings Therefore, it is good to practice 

small sections at a slow tempo several times until students know which chord is 

coming up next and can anticipate the shape of that chord in their fingers.  

																																																								
63 Ibid, pg. 35. 
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The sections of this piece are delineated by different tempo markings. It starts 

with Largamente, so the tempo is slow and extra time can be taken at difficult shifts, 

if needed. The tempo changes to Allegro vivace in m. 31, Gravemente in m. 94, 

Vivamente in m. 133, Stretto in m. 159, and Largamente in m. 169. Because all the 

tempo changes make the sound and mood different each time, it is recommended that 

the students perform each section with a different style or articulation. The piece 

starts with a 6-note upbeat and p dynamic, and it moves to crescendo in m. 1. 

Students should play with a gentle legato line in this part. However, as crescendo 

starts in the sextuplet of m. 1, the chord changes in m. 2 should gradually be played 

with a heavier sound with the help of the pedal.   

Students should pay careful attention to mm. 13-16. Performers need to bring 

out the treble melody line and then move quickly to playing the 64th-note tremolos 

very softly (Example 4.16). To create a sustained sound, I would suggest students use 

soft pedal on the tremolos. Chord inversions in mm. 32-46 and many accidental notes 

with big leaps between chords in mm. 47-62 can be challenging for performers. The 

performer should practice the distance from chord to chord to avoid mistakes when 

playing big leaps. From m. 94 to the end, the technique is very difficult with large 

finger stretches, big leaps, and various articulations.  
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Exmaple 4.16: Fantasy in A flat, Charles Alkan, mm. 13-16 64 

 

 

 

 

 

 

 

 

																																																								
64 Ibid, pg. 36. 
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CHAPTER 5 

CONCLUSION 

 I believe this study provides helpful information for teachers and students who 

are interested in developing left-hand technique. I personally feel that it is important 

for the left hand to develop the same skills, strengths, and fluency as the right hand. 

The pieces and analyses presented here can provide a sampling of how this objective 

can be approached in piano lessons.  

The repertoire selections described in this project are unique and varied. 

Thanks to the success of several pianists who have made a name for themselves 

performing left hand music, the repertoire in this genre is not as uncommon as one 

might think. Teachers who want to incorporate the use of the left-hand piano music in 

their students’ learning can do so in creative ways. One manner would be to make a 

‘left-hand only’ themed recital a hallmark of their studio. All students, regardless of 

age and playing level, could easily participate using the pieces presented here. The 

process of working toward the recital would mimic any other learning and practice 

experience, in which the focus of teachers and students is to secure physical technique 

for the purposes of being able confidently express one’s music beautifully. In other 

words, students should not approach these pieces as if they were simply exercises. 

Learning left-hand repertoire can only help students become more mature in their 

musicianship.  

As mentioned in this document, in my home country of South Korea there is 

still the misconception that left-handedness is a weakness or, in some cases, a 

disability. The research suggests otherwise. Still when I return to Korea to begin my 

professional career as a teacher, I want to further discourage the continuation of this 

negative viewpoint. Perhaps my role will be in informing the parents of my young 
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students of the value of left-handed pieces not only in strengthening and encouraging 

agility but also in creating yet more opportunities for developing pianists to develop 

artistry. As someone who has always had an interest in working with individuals with 

disabilities, I feel that my knowledge of these pieces now also provides me with 

experience needed to bring the option of music making to individuals who do not 

have use of the upper left-side limbs. Providing a musical outlet for persons with such 

conditions might be considered a luxury by some. However, I believe it is a necessity 

for all people to be able to have access to beautiful music-making opportunities and I 

am excited about the possibility of becoming a facilitator and leader in providing 

music to as many people as possible in my country.  
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APPENDIX 

List of Solo Works for the Left Hand Alone 

 

List of Repertoire Level Source 

Bober, Melody - Secret Mission Elementary 

Level 

(Level 1) 

Grand One-Hand Solos 

for Piano, Book 1: 6 

Early Elementary Pieces 

for Right or Left Hand 

Alone 

Bober, Melody - Setting Sun Elementary 

Level 

(Level 1) 

Grand One-Hand Solos 

for Piano, Book 1: 6 

Early Elementary Pieces 

for Right or Left Hand 

Alone 

Bober, Melody - Spooky Sounds Elementary 

Level 

(Level 1) 

Grand One-Hand Solos 

for Piano, Book 1: 6 

Early Elementary Pieces 

for Right or Left Hand 

Alone 

Johann Strauss - The Beautiful Blue 

Danube 

Elementary 

Level  

(Level 2) 

Thompson, John - For 

Left Hand Alone: Book 1 

Bober, Melody - Treasure Hunt Elementary 

Level  

(Level 2) 

Grand One-Hand Solos 

for Piano, Book 3: 8 Late 

Elementary Pieces for 

Right or Left Hand Alone 

Beard, Katherine - Song for Left Hand 

Alone 

Intermediate 

Level 

 (Level 3) 

Beard, Katherine - Song 

for Left Hand Alone 

Bober, Melody - Left-Hand Boogie 

Stomp 

Intermediate 

Level 

 (Level 3) 

Grand One-Hand Solos 

for Piano, Book 3: 8 Late 

Elementary Pieces for 

Right or Left Hand Alone 
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Adair, Yvonne - Three Preludes Intermediate 

Level 

 (Level 3) 

Adair, Yvonne - Three 

Preludes 

Alexander, Dennis - Elegy Intermediate 

Level 

 (Level 4) 

Alexander, Dennis - 

Elegy 

Bach, C. P. E. - Klavierstück Intermediate 

Level 

(Level 4) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Berkowitz, Ralph - The Harp Intermediate 

Level 

(Level 4) 

Berkowitz, Ralph - The 

Right Hand’s Vacation: 

Five Pieces for the Left 

Hand Alone 

Gypsy Folk Song - Black Eyes Intermediate 

Level 

(Level 5) 

Thompson, John - For 

Left Hand Alone: Book 2 

Bocca, Carlotta - Meditation  Intermediate 

Level 

(Level 5) 

Bocca, Carlotta - Ten 

Melodious Compositions 

for the Left Hand Alone 

Bach, C. P. E. - Solfeggietto Intermediate 

Level 

(Level 6) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Berger, Ludwig - Etude for the left hand, 

Op. 12, No. 9 

Intermediate 

Level 

(Level 6) 

Berger, Ludwig - 12 

Etudes for the Left Hand 

Calcagno, Elsa - The fourth: Preludio 

Para la mano izquierda, con aire de Estilo 

Advanced 

Level 

(Level 7) 

Calcagno, Elsa - 5 

Preludios para piano: 

inspirados en 

modalidades ritmicas y 
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melodicas del cancionero 

criollo 

Ponce, Manuel - Malgré Tout Advanced 

Level 

(Level 7) 

Ponce, Manuel - Malgré 

Tout 

Bunge, Sas Ernest Alexander - No. 7 Advanced 

Level 

(Level 7) 

Bunge, Sas Ernest 

Alexander - 10 Etudes 

Kalkbrenner, Friedrich - Four-Voiced 

Fugue 

Advanced 

Level 

(Level 8) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Marxsen, Eduard - La Ricordanza Advanced 

Level 

(Level 8) 

Marxsen, Eduard - Three 

Impromptus Op. 33 

“Hommage a 

Dreyschock” 

Reinecke, Carl - Finale Advanced 

Level 

(Level 8) 

Reinecke, Carl - Sonata 

for the Left Hand, Op. 

179 

Czerny, Carl - Etude for One Hand in A 

major 

Advanced 

Level 

(Level 9) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Bach, J. S. - Gavotte in E major Advanced 

Level 

(Level 9) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Scriabin, Alexander - Prelude for the left 

hand, Op. 9, No. 1 

Advanced 

Level 

(Level 9) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 



Texas Tech University, Minji Lee, December 2017 

70 
	

Studies, Exercises and 

Pieces 

Blumenfeld, Felix - Etude for the left 

hand alone, Op. 36 

Advanced 

Level 

(Level 10) 

Lewenthal, Raymond - 

Piano Music for One 

Hand: A Collection of 

Studies, Exercises and 

Pieces 

Alkan, Charles - Fantasy in A flat Advanced 

Level 

(Level 10) 

Alkan, Charles - Three 

Grand Etudes, Op. 76 

Godowsky, Leopold - Meditation Advanced 

Level 

(Level 10) 

Godowsky, Leopold - 

Concert Album for the 

Left Hand Alone 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

	




