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Introduction

Unusual in its history and development, piano music for one hand alone is a
relatively unknown genre for many pianists and other musicians. While such music is
very practical for those pianists who are limitedhe use of only one hand, it is
functional for pianists of all ages and levels, whether or not they have incurred an injury.
However, because of the seemingly large number of-hghd injuries to pianists, the
most commonly found type of ofieand musigs for the left hand alone. In addition to
providing an opportunity for continued study in the event of an injuryhkafid music
also develops technique for the pianist and challenges the composer in the limitations that
it creates.

Surprisingly, here are numerous works available for the left hand alone. As the
genre of lefthand music became more prominent in the nineteenth and twentieth
centuries, some of the betlarown composers of the time, including Brahms, Ravel, and
Scriabin, created theawn lefthand pieces. In response, other legsgwn composers
accepted the challenge of writing Kafand music as well. With so many composers
adding to the lefhand repertoire, more pianists are now able to experience music for one
hand, and the sudit is gradually becoming less esoteric than in years past.

Among the many composers who produced music for one hand is Camille Saint
Saéns, a French pianist, organist, and composer whose works stem from the late
nineteenth and early twentieth centurigaintSaéns wrote more orchestral works than
piano pieces, but he was quite renowned as a pianist during his lifetime, and most of his
works for piano reflect his typical musical style. I9ix etudes pour la main gauche

seule Op. 135, is his only compitisn for the left hand. Nevertheless, the work is



significant among the composero6s output, par
In this work, SairtSaéns has effectively placed the technical challenges diamed
etudes within the stylisticontext of a Baroque dance suite. In combination, these
gualities make the pieces unusual in composition and deserving of further study and
analysis.
This studywill specifically discuss these six etudes for the left hand. It will
present not only theemeral chacteristics and history of leftand music, but also the
background of the Op. 135 etudes andoverview othe life, compositional styleand
mustal influences of SaifbaénsThe crux of the project will include a detailed musical
analysisof Op. 135,jllustrating the significance of the etudes both individually and as a

set!

! In addition, | will be presenting a thirpinute lecturerecital in conjunction with my written project. For
the lecturerecital, | will discuss each of the six pieces based on the analysis to follow, and | will perform
five of the etudes in their entise(omitting one due to time restraints). The lecigeital will be
approximately divided equally between performing the Op. 135 etudes and presenting an expanded
overview of my project.



Origin and History of Left -Hand Music

Keyboard music for one hand dates back to the early 1700s. One of the earliest
pieces for one KiaviedtickisA rajor? Fhis pigee, wHkh c h 6 s
resembles a gigue, is moderately easy and can be played by either the left hand or the
right hand alone; if played by the left hand, then it is recommended to be played an

octave lower (see Example ).

Example 1C. P. E. BachKlavierstiick mm. %4.
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Many of the early ondandkeyboardpieces such as this example could be played on

either the harpsichord or the organ. The first publishedhbeid piece written
specifically for the piSadiesOpclewhichwérea om Ludwi ¢
published in 1820.
The expansion of the reqteire of onehand piano music that followed can be
linked to the invention and development of the modern piano. The damper pedal of the
new nineteentitentury piano allowed notes to sound even after the keys had been
released, a tool essential to most-baed music. By using the damper pedal in an
effective manner, a pianist could make music with one hand that sounded almost as
continuous as that of two. Extended harmonies and chords that were unreachable with

one hand could now be rolled and sustaingtl sareful use of the pedal.

2 Raymond Lewenthal, edPjano Music for One Hand: A Collectiori Studies, Exercises, and Pieces,

preface to the musical score (New York: G. Schirmer, 1972), iv

® Donald PattersorQne Handed: A Guide to Piano Music for One H&Wtestport, Connecticut:

Greenwood Press, 199%),

“Ann M. Wal d\iuasritc, ffoPri atnhoe Left Hand Aloneodo (D.M.A. di:
Abstract 1.



Surprisingly, there are more than 1,800 works for one hand, with the majority of
those being for the left haridsince many pianists are righanded and would tend to
injure their dominant hand more often, solo works forritjet hand alone are not as
common. From a compositional point of view, the strongest part of the left hand, the
thumb, would best complement a melody on the top of a chordal texture, whereas the
right handds strong poi ntordwlo mdngcasesnwicirgs i ze t h
the upper notes of chords is more desirable. Leopold Godowsky, whelsaridft
transcriptions of-knGWnpspggests that teetleft Haadsalsahae we | |
better command of the lower register of the piano, enalltogiroduce more sonority
and less percussiveness than the upper re§isterddition to solo works for the left
hand alone, there are also many chamber works and at least seventeen concertos for piano
left hand with orchestra.

Injury to or the lack busability of the right hand was likely the main inspiration
for many of the twentietieentury lefthand piano works. For example, Paul Wittgenstein
was wounded and lost his right arm during his service in World War |, but as a
professional pianist, heftesed to stop playing the piandittgensteinfound a limited
amount of onéhand repertoire and wrote some music for himself, but he eventually
decided to commission a number of works from various composers, most of these being
concertos. Theodore Edel giggts that Wittgenstein must have known that he might
achieve better success in commissioning concerto or chamber music since the orchestra

could fill in the texture and harmony, thereby absolving the need for excessive creativity

® Patterson, 7.

®Leopol d Godowsky, A Pi a e Misic QuacerlyRlg Mo. 3t (Julg 1985¢ 299, Hand, 0O
<http://links.jstor.org> (Accessed 29 February 200

"Theodore Edel , # De @lavier¢Qutobérd®ss), 16.eft Hand, o
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on t he c o Mpans ef thémettemavn works commissioned by Wittgenstein
i ncl udeCoRertdf eolro st he | e fDRiverBiasiadn,d BPrri ofHdwehni 6esv 0 s
Concerto’
Interestingly, a number of composers wrote-kefhd music for themselves as
they incurred paitular injuries. For instance, Alexander Scriabin in his teenage years
was knocked down while crossing a bridge, and his right collar bone was Bfoken.
During this period he practiced only with hi
pieces whiclinclude complex lefhand writing can be traced to this early experiéhce.
Later, Scriabin was studying at the Moscow Conservatory when he decided to rent a
summer house and r e Danduar Fardasy nyd pBaalca kiicree vLass z t
Islamey As a resit of the extreme and continuous practice, he developed tendonitis in
his right hand, and his doctors predicted that he would never be able to plalf&jsin.
Op. 9Prelude and Nocturnfor the Left Handvere written within two years of this
injury. Evenafter he regained use of his right hand, Scriabin continued to play these
pieces in concert.
Although many pianists have been forced to quit playing due to a permanent or
long-term injury, some pianists have successfully continued their careers byirexpihar
left-hand repertoire. For example, Leon Fleisher developed focal dystonia in 1964 and
was forced to alter his career as a touring pidiistl ei sher commented on h

you spend your life training to do a certain kind of activity and enlydt is no longer

8 Theodore EdeRiano Music for One Han(Bloomington: Indiana University Press, 1994), 31.

? Wittgenstein refused to play the Prokofi@encertoand the composer never rearratgefor two hands,

but it was eventually played by another evened pianist: Siegfried Rapp.

YSamuel Randlett, AScri alCiawedAprilPa7®,25de for the Left Ha
“A. Eaglefield Hull, #AA Sur v eTheMdic QQuanelyPNoadnof ort e Wor k
(October 1916), 604, <http://links.jstor.org> (Accessed 2 March 2008).

2 Edel, Piano Music for One Hand.

Bljeffrey Wagner, fl nG@avier{SepeembedOctbber2@08)FiD.ei sher , o
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available to you, yourMInkddifioatotackmsandt o c o me
conducting, Fleisher was able to continue performing on the piano through the use of left
hand musicAnother weltknown pianist, Gary Graffman, beganhave serious

problems with his right hand in 1967. After seeking medical attention, he was diagnosed

as having a fiweakness of the exteWMsor muscl

Graffmands condition has sihecableitoperiormyv e d
with both hands. Interestingly, Graffman and Fleisher have performed together on
occasion, even having one piece commissioned for the two of them.

Although injury is typically the main cause for the composition and performance
of left-hand piano literature, other reasons also exist. Standard piano repertoire usually
favors the right hand, allowing pianists to perform certain functions with the right hand
that they may not be able to do as easily with the left, including quick passagand
voicing of melodic theme¥ Therefore, one may choose to study-fefhd music to
strengthen the technique of the left hand. For example, Moritz Moszkowski composed a
set of twelve etudes for the left hand alone. The fourth etude of Op. 92 $eature
continuous sixteenth notes and necessitates smooth and rapid thumb crossings in the left

hand (see Example 2).

“carol Montpar ker onf Fh elagien @otohd 1986),9.e L e
®Jennifer Dunning, fAWhen MewNodrkalimeg4tlone 1981), d4ger Fai |
18 Edel,Piano Music for One Hang.

t

(0]

e

but
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Example 2. Moszkowski: Etude in E minor, Op. 92, No. 4, n#. 1

Allegro moderato

Ped. simile

I n addition, the fAmel odyo mceerdinghdewov oi ced as
challenges that are not typically expected of the left hand. Other benefits to be gained
from studying lefthand music include observing written fingering, learning monodic
musig maintaining consistemhythmin handstogether playingpedaling, and
developing more efficient hand movemeHtAdditionally, learning pieces for the left
hand can improve proficiency at sigieading by giving the left hand adequate practice at
finding chords, making large leaps, and being sensitive torfirgyadjustment4® Even
for a pianist without an injury, practicing ldiand music can greatly develop the
technical skills for that hand.
In addition to original compositions for the left hand, there are also many

arrangements of familiar twioand pian@ieces that can be used as technical challenges

"Paula Coons Wong, fAPiano Repertoir &arlflotermedilte Left Har
Student: A Survey of the Literature and a Discussion of the Benefits foDNois a bl ed Pi ano St udent
(M.M. report, University of Texas at Austin, 2003) -29.

BRaymond Lewenthal, fAThe Riadeh(ApRI4978,115. 0i re for One Hand

7



for the I eft hand al one. On e-knewnS8oifeggettar an ge me n
(see Example 3). Scales and arpeggios in this piece must be articulated cleanly, and the

challenging leaps must be tpared with a careful use of the petfal.

Example 3. C. P. E. BacBolfeggiettomm. 2, arr. Parsons

1 .
. 3 4 ; :
|
Il 1 1
P 1 | —— .
p = ' 3
[ | I

Other pieces for the left hand were written as compositional challenges. Patterson
says, n-Baodakpieces \eere written just as a test of ingenuity for the composer
and just because pianismnp | ay wi t h Alnymber of eompoaers dikelp
took the challenge of composing Keiand music to test their skills and to see how
effective they could make ofdeand music. This may be the case with Leopold
Godowskyods etudes as well. Godowsky pushed t
andeveryai ned a reputation as?@ufdfleisfiypwost | e of t
Studi es on Onweotptivonobtlse piecesuace &anscriptions for the left hand.
Many of Chopi nds et inahefgurdtianvTbus,she challenfefarant r i ¢
Godowsky was to transfer that figuration to the left hand while maintaining the
compositional intent of the original piece. For some of the transcriptions, the

compositional challenge was simply to combine the melodic line and accompanimental

YAdrienne Wiley, f@APlaying Bett ercClavigr@nayddps) iy Liter at v
2 patterson, 6.
Z Harold Schoenberd;he Great Pianist§New York: Simon and Schuster, 1976), 317.
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figuration irto an effective piece of music for one hand. Compare the following Chopin

etude and corresponding Godowsky transcription in Examples 4 and 5.

Exanple 4. Chopin: Etude in Ebinor, Op. 10, No. 6, mm.-2.

Andante. (- 69.) 5
O 1., e 4 2 2| 4
R T =, | .
vV rh P DA a ol ; et i' L2
NI 4 v - . £8 o el @& _°
2 1 3 1.2 4
e 1 1 y A2 1~ - .
E"lth A9 [7] 4 e
73 i 1
V 17h [ &) 1

i
T . o
sempre legatissimo

Exampk 5. Godowsky: Etude in Ebinor, No. 3 from22 Etudes of Chopjrmm. 12.

ﬁ:108-132
/I . —_— ] 2 1234 !
P 0 . I i o I 1 ]
s e e Te e
A\SY, Py @ 2;- 4 s g o L o ]
— . " o
0] 4 4 4*q5“4, N
—— P P
» 52121 812462 T 5212481245 1 24538
~1 3124l.ig 12
5 //,fl/:i /
o Y  —— ] ) v hd . 2 A 7
Fe 1 X 1 N¥  of of 4 2
2P — 1 { of 2 )
Vrlb [ ] T T 7 |4
Py
vy | (%)
g (%) Do,

As if an exact transcription would not be challenging enough, Godowsky added more
figuration to the original, thereby making the etude even more difficult. Because of the
extreme demands on the left hand in theseks, the fingerings that Godowsky suggests
can be of considerable help to the piaffisbodowsky states the following:
Frequently | have been asked the reason for my writing for the left hand alone.
Many seem to think it unwarrantablertarrowthe pano, with its range

comparable to that of the orchestra and the organ, to the limitations of one hand.
They contend that, from the mechanical standpoint, the left hand is inferior to the

22 James McKeever AiGodows ky St udi e sCladen(Mardn #9803, pi n Etudes, 0
9



right, and, from the artistic viewpoint, the limitations imposedhgyuse of only

one hand seem calculated for the display of virtuosity. My answer, based on my

own experience of many years, is that, from the physical aspect, the left hand is

more adaptable to cultivation than the right.
Curiously, after composing uitiple transcriptions for the left hand alone, Godowsky
experienced a heart attack at the age of 60, resulting in the paralysis of his own right
hand®* His transcriptions comprise some of the most difficulthefhd music in the
repertoire and are imprsige from both a performance and a compositional standpoint.
Other significant original lefhand piano works were written by Ferdinando Bonamici,
Johannes Brahms, Charles Valentin Alkan, Franz Liszt, and Maurice Ravel.

Although music for one hangrovides a unique outlet for composers and
strengthens technique for pianists, it does create some difficulties. Compositionally,
realizing full harmonies becomes difficult when only five fingers are available, so the
texture of lefthand music may be sy and limited. Next, in a homophonic texture,
shaping melodic lines becomes much more complicated since the same hand is also
functioning to provide accompaniment or a second melodi¢difiird, pedaling must
be used carefully to create a legato lind emprovide harmonic support; however, an
abundant use of pedal can be problematic when clarity is needed. In addition, fingerings
must be chosen carefully, particularly if the piece presents any sort of challenging

passagework. Although some composarshsas Godowsky, indicate their own choice of

fingering in the score, others leave the responsibility of finding adequate fingering to the

% Godowsky, 298.

“Raymond Lewenthal, fThe Riakeh(ApRIagy®,r15.0i re for One Hand
% The Chopin studies were published over a period of twenty years, with the fistygi|mg published by
J. Kleber & Bro. in 1894. The piece was entitled, HAOE

dedicated O0To my il | tSsattrnisa b master Camill e Saint
®Margaret Marsh, fALeft Hand So lwestemiUaiversity, 1983),e6.at ur eo ( L

10



pianist?’ Finally, a different physical approach to the piano must be taken withdeit
pieces. For instance, therge reaches and continual shifts of the body force the pianist to
become moveable, and even balance on the bench may become 4hNemaetheless,
the difficulties of lefthand music are the very characteristics that give the genre its etude

like qualty and make it so appealing.

7|n his Etudesfor one handMax Reger refused to label specific fingerings.
8 patterson, 8.
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Saint-Saén® Composi tional Styl e
SaintSaéns was a French pianist, organist, composer, and music editor who lived
from 18351921. He was a piano prodigy from the early age of three and was a natural at
the instrumentgiving concerts frequently and even offering any Beethoven sasaa
encore’’ ltis saidthatSairRBa+ns® mot her would often shut t
he was young for fear he would become obsessed with the piano. At the age of seven, he
began fano lessons with Stamaty, a former student of Kalkbrefr&amaty introduced
him to a professor at -$%abnswas &mitexl atithe eatlyager e 0 wh
of fourteen®' His career as a touring pianist continued as he became older. Indiatt, S
Saéns was the first pianist in history to perform a cycle of Mozart piano contdttos.
comes as no surprise that he began to compose music for the instrument. However, he is
known more for his orchestral works than his pieces for solo piano, asdl@iefthand
piano work, the Op. 135 etudes, is even less known and perhaps unheard of in many
instances.
The whole of Sainfé&n s 6 musi c, both orchestral mus i
instruments, tends to be conservative in nature. Samit s 6 v i esicslid mn  m
coincide with the more progressive composers of the time, and he often looked back to
the Classical and Baroque styles for inspiration. Consequently, he had respect for the
music of J. S. Bach, Handel, Mozart, and Beethoven, among others. Handeng refers

toSaintSa+tns6 interest in these composers as hi

% Don Michael Randel, edThe Harvard Biographical Dictionary of Mus{€ambridge, Massachusetts:
Harvard University Pres§996), 778.

%0 Kalkbrenner himself had a fascination with the development of the left hand, and it is not surprising that
this quality of writing is also found in the student of his own pupil. Kalkbrenner even wrote a gouata

la main gauche principalwhich includes an exceedingly difficult Ieftand part.

%1 Donald BrookFive Great French Composefisew York: Books for Libraries Press, 1971), 87.

%2 Harold C. Schoenberghe Lives of the Great Composéxew York: W. W. Norton and Company,

1970), 329

12



pasiSamSansd appreciation of Bach may simply &
The complete works of Bach had just been published in shéddf of the nineteenth
century,so Sairba&&ns was abl e to explore Welkl of Bacho
Tempered Claviewhich had been published previoudly.

Given his affinity for the forms of the Baroque and Classical eras, it could be said
thatSaintSaéns was one of the first neoclassical compo¥ets.the time of Saint
S&ns6 career, the term Oneoclassicd would no
from a better vantage point of nearly one hundred years later, his compositional style
many ways reflects what we would now call neoclassic. Although this movement may
not have originated with Sai#saéns, his style influenced later composers of the
neoclassic style, such as Mm@ Ravel Rey M. Longyear even conte
ma y € b esidered the chief forerunner of the rEétassic revival transmitted by his
pupil Faur® to Ravel, and ulti*Thened y t o ot he
baroque or neoclassityle seen in some of Saifsta + wakécan be conceivably traced
toSan-Saxtns6 ot her ventures, for he also edite
and Liszt®’ Perhaps Saif a + n sharoquestgle, seen particularly ithe Op. 135
etudeswas inspired by the&orks of the Baroque composer JdamlippeRameau.
Certainlyyedi t i ng R aswmald hagegivern bim &mple opportunity to study the

Baroque style.

3 James HardingSaintSaéns and His Circlé_ondon: Chapman & Hall, 1965), 193.

¥Scott FrueBwahddsinBaews on Miersational Reviav ofthe Adsthetics n s , 0

and Sociology of Musid,5, No. 2 December 1985), 165, <httpiriks.jstor.org> (Accessed 15 March

2008).

% Schoenberglhe Lives of the Great Compose381.

% Rey M. LongyearNineteenthCentury Romanticism in Mus{blew Jersey: Prentiedall, 1969), 153.

Sabina Teller Ratner , f TShaet (Feibadss, Ulilersity sf MiohiganCa mi | | e Sa
1973), 320

13



If the majority of SailSe&n s 6 musi ¢ can be cl assified as
generally with regard to form only. Gil bert
combination of pleasing sounds; what he sought was purity of style and perfection of
f o r fin fact, the emphasis on form and clarity is what best characterizes his works.

Hi s music is known for Aits neattnueosssi toyfo f or n
and is therefore often accused of lacking emotideven his performing at the piano was
seen as indifferent and, though technically impressive, lacking in emotion &8 well.

Concerning his style, it is a common misconception that Sag#its reméaned
strictly in the past and did not endeavor to integrate new musical ideas. In an article
written before Saimka+tns 6 death, Pierre Lalo said, nlf
personality, one is promptly embarrassed by contradictory qualitieseahded &' Saint ©
Sa&ns wrote in many styles of music, and his compositions cannot be simply labeled as
one style or another, even taking into account his neoclassic tend&ueres of Saint
S&n s 6 mu s ichronfatic ddrnionies and interestitythmicelements such as
syncopatiod characteristics that would not typically be found in Baroque or Classical
music. Paul Henry Lang says the following about S&aéhs:

SaintSa&ns is the perfect type of the eclectic musician of talent. His musical gifts

matured on the study of the classics, but nothing in the new musical movements

escaped his attention; he knew everything and used everything. Active in all

branches of music, he was equally at home in all of them, for his positive,

intellizgentreasoning,andr ecise mindeéal ways advised t h
him*

#¥Gil bert Chase, (S2haThd mternatoaanCytidpedia & Misit and Musiciaed,
Oscar Thompson (New York: Dodd, Mead, and Co., 1956), 1868.

% Timothy S. FlynnCamille SaintSans: A Guide to Resea¢New York: Routledge, 2003), 6.

“0 Stephen StuddsaintSaéns: A Critical BiographgNew JerseyFairleigh Dickinsorniversity Press,
1999), 59.

“Pierre Lal oS af@saGodatl Comp8sars: fritical and Biographicke&hes, Part Il
from Modern Music and Musicians, Volume Iid. Louis C. Elson (New York: The University Society,
1918), 411.

“*2paul Henry LangMusic in Western CivilizatiotNew York: W. W. Norton and Company, 1941), 928.
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SaintSaéns even ventured into the realm of program music on several occasions and was
not opposed to the idea of programmatic music. As a result of the influence of Liszt, he
was one of théirst composers to introduce France to the symphonic poem with his works
suchat e Rouet doé OmgndDariseeMacabréthe gt af which was later
transcribed for the piano by Liszt hims&When questioned about the validity of the
genre, SainBaéns emphasized that it is the actual music upon which everything is
dependent, and Awhether it be or not accompa
better &ar SamSans,ehe music was the focus, and if the piece became
programmatic, itnattered little.

Interestingly, it is frequently said that SaBééns did not value the music of
Liszt. On the contrary, he greatly admired Liszt and even dedicated his Third Symphony
in C minor to the composér Watson Lyle says that when Liszt waopular in Paris,
SaintSa+tns fiexerted himself energetfSomd |y to c
of the elementsof SaW8a&n s & st yl e can be traced to the mi
formal approaches and, at times, displays of virtuoso brillidtheavas influenced by
and approved of Lisztdéds music because ALIszt
past. o

Despite the fact that hissm works can be brilliangirtuosic, and programmatic
at times, SainSaénglid not agree with the opiniord many fellow French progressive

composersHe was often critical ofthe music of his contemporaries, such as that of

“3 John HortonSome Ninete¢h Century Composef®lew York: Books for Libraries Press, 1971), 65.
“ Aurthur Hervey SaintSaéns(New York: Books for Libraries Press, 1922), 10.
45 |1

Ibid., 17.
“®Watson Lyle Camille SaintSaéns: His Life and A(Westport, Connecticut: Greenwood Prek&70),
60.
" Fruehwald, 170.
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Debussy, doél rmnck.In aSdtter & hisssudentand éventual friend
Gabriel Fauré, Sairfbans wrote the following comnme discussing his opinion of a
work by Claude Debussy:
| recommend you look at the pieces for two piamsr et Blanc[sic]
whi ch M. Debussy hnhdievablead wepusbatdlls h e d . It 6s
costs bar the door of the Institut against a man capable of such atrocities;
they should be put next to the cubist pictiifes.
SantSa+tns6®6 view on Debussyds compositions was
did not appreciate the impressionigtgle. Intriguingly, severalof SakBa + ns 6 wor ks
were later transcribed for two pianos by DebuSsy.
SantSa+tns6 piano music Iis similar in style
works exhibiting neoclassical qualities and some being more RomastidénThe
neoclassical styles particularly evident in the Op. 135 etudes that will be discussed later
in thispaper Also, hispiano pieces tend to be more ligtgarted than serious and full of
emotion. Some of his prominent solo piano works inclitegro appassionatoOp. 70,
Album pour pianpOp. 72, andhéme varigOp. 97. Although not initially intended for
the piano, manyofSav8a+tns 6 orchestral works were | ater
instrument by other composers. In addition tollamse Machre transcribed by Liszt,

t her e i ¥eddingake t W &rdndtrzbed by Benfeld arice Carnaval des

Animauxtranscribed by Garban.

“8 JeanMichel Nectoux, ed.The Correspondance of Camille Saeéns and Gabriel Fauré: Sixty Years

of Friendship(Burlington, Vermont: Ashgate, 2004), 108.

““Maurice HinsonThe Pi ani st 6s Gui de eént, atdiParapraséBiogningtann s, Arr ang
Indiana University Press, 1990), 116.
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Background of Etudes

The repertoire of piano musicgenerai s f ul |l of fAstudieso or
forms,encompassing a wide variety of composers and eras. An etude, by definition,
exploits a technical or musical challenge and thereby functions as a tool for developing
technique and musicianship. Since the purpose of studying the composition is to gain
control over an evident challenge, the etude develops a distinct mood or character that it
typically retains throughout the entire piec
generally emphasizes a single technical problem, a certain consistency or unified
cha acter  PEtesdiéds suadry in |length and difficult)
intent. They can be short and repetitive exercises, or they can be long, complex studies.
In whatever form the etude appears, howevemimally maintains a single chatac
Edith Crawshaw asserts, AAn etude proper, be
characteristic piece, is distinguished from all other musical forms by the fact that it is
invariably evolved from a single phrase or motif, be it of a harmonic or mekwdio
character, upon wh P while thihsenple detnitian eesainathee r ung. o
same for most etudes, the genre of the etude seems to have evolved throughout its
existence in length, style, and even purpose.

In one of its early forms, the etutlenctioned solely to exploit a technical
chall enge, such as scalar runs, thirds, or a

(see Example 6).

%0 Ratner, 145.
"Edith A. H. Cr &heMisiaahTimes 1S Nould45 éMarchb1930), 234,
<http://links.jstor.org> (Accessed 19 February 2008).
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Exanple 6. Czerny: Etude, Op. 365pNL, mm. 13.

Molto allegro(J.—.lOO) 1 P Sttty S 33
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Through hisSchool of VelocityThe Art of Finger Dexterityand other collections of

exercises, Czerny presents etudes to assist the piano student in his or her quest to conquer
certain challenges of the piano. However, these etudes would not be likely to appear in a
piano recital. Thewre studied, but typically not performed. Etudes like these by Czerny
were intended to help a student master a particular technical challenge which he or she
could then integrate into his or her repertoire music.

As the pianoforte became the instrumeihthoice, the popularity of the etude

=14
Tl

increased as well. Peter Felix Ganz says,
the early nineteenth century to insure technical prowess of professional and amateur alike
so that they might perform with bestsults on that new keyboard instrument that had
superseded both clavichord and °hRealizngi chor d a
the capabilities of the newer instrument, pianists committed themselves to acquiring more
skill. It is no coincidence thiahe composition of piano etudes reached its pinnacle during
the nineteenth century.

In the middle of the nineteenth century, there appears to be a shift toward etudes

more appropriate for concert performance such as those of Chopin (see Example 7) and,

in particular, L i s zBtude® Rtaue charactergpieceshpmbmes , A Chop i
“peter Felixv@dmpmemThefDthe Etude for Pianoforteo (I
1960), 61.
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high artistic quality with technical difficulty, and created the concert étude designed for

both study and cdncert performances. 0

Example 7.Chopin: Etude, Op. 10,dN 1, mm. 15.

Allegro.d - 178) ¥
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Etudes still contained challenges of technical development for the pianist, but many now

Sl
P <3
)

offered a performance opportunity as well, often with the intent of impressing an
audience. With the age of Paganini andzt,isirtuosi became reveled by others. The
etude, though already in existence as a fdracame a medium for such virtuosi to
display their talents to an audience
Following the trend established by other nineteesthtury composers of piano
works, SaitSaéns explored the genre of etudes as well.-Saiinis wrote three sets of
piano etudes: Op. 52, Op. 111, and Op. 135. Each set contains six etudes and requires a
wide assortment of technical skill. AngelinaNg@m u Au says of these pi
from moderate to virtuosic in levels of technical difficulty, the etudes of &aéhs,

which constitute a significant part of the ¢

53 Ratner, 145.
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distinctive pedagogical intent, a formal refinement, and versatility, as wiélé asusical

el egance and f i ne$litdsemportantb wote that 8diftahtinss 6st y |l e . 0
neoclassical approach to form is evident in most of these etudes in their titles, form,

harmonic language, and texture.

The first two sets of etudes, O25 and Op. 111, are each ent
pour | e piano, 0 yet these et-kndwngenmsasachuer ade
as preludes and fugues, waltzes, and toccatas. Even with these labels, however, the etudes
are aimed at developing partiautechniques. For instance, in the prelude and fugue
from the Op. 52 set, the prelude consists entirely of alternating sixths in one hand while

the other hand plays a melody (see Example 8).

Example 8. SairBaénsPrélude Op. 52, No. 5, mm.-4.

Allegro moderato

PRELUDE

L
e

Besides merely executing the rapidly alternating dyads, another difficulty lies with the
indication that the piece should be played legato. Other technical demands of the Op. 52
and Op. 111 sets of etudes incluwde fHease of

leaps), rapid alternation of hands, octaves, scales, arpeggios, consecutianthirds

**AngelinaNga)Chu Au, #AThe Piano Etude in the Nineteenth Ce
Demonstration of Virtuosityo (D.M.A. diss., Uni versit
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sixths, é crhoemi &MHgse \hanks exhbit sbme of the virtuosic
qualities that are found in much of SaB#n s 6 p i amuoalitiesuhatimosikely
stem from his own experience on the concert stage.
The last set of etudes Safd#ns produced, which is the focus of this study, is
entitledSix etudes pour la main gauche seael was written in February 1912 during
t he compos e roEgyptiThisis ®aintSattasd onlfgrthplefano wor k
hand, and like many composers ofleéind music, he wrote thpmeces for a friend who
was in need of piano music for the left hand. However, there exists some degree of
ambiguity regarding whicfriend SaintSans had in mind. Saiffaéns dedicated Op.
135 to Caroline de Serres, his friend and occasional duet partner, whose right hand was
temporarily immobilized after surgePyRobert Casadesus, a French pianist of the
twentieth century, claimsgdwever, that Sairbaéns wrote the Op. 135 etudes for
students of Louis Diémer, a friend of Saeéns from the Paris Conservatofy.
Regardless of their compositional intent, the etudes were ctitlgatedo de Serres.
Although Donald Pattersonldbes t hese etudes as dAdifficul
first glance appears to be at an intermediate Vigthe performer must then take into
account that the difficulty lies in the ability to play the work with only one hand. The Op.
135 etudes are not virdsic in the traditional sense of Sa#n s 6 musi c, or even
the Romantic era. In fact, these etudes do not appear to be as challenging as some of the

two-hand piecesfromSal8a +tns 6 Op. 52 and Op. 111 sets

* Ratner, 151.

*®Ibid., 157.

Theodor e BdhelFodiSatitngn Et udes: ACl&er(Fébniarg 2003pf Techni g
27.

®Dean Elder, fAd6Une Bavardaged with theClaferench Piani st
(March 1971), 11.

% patterson, 146.
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classification as etes results simply from the fact that they are to be played with the left

hand al one. Patterson says, fA[] The Op. 135 et
skill, but are not as difficult as some of the most challengingileftn d r ePert oi re. o
Indeed in comparison to other works by Godowsky or Alkan, the Saaans etudes are

not as complex, but they nevertheless are an excellent study-lefiteftmusic. It is an
acknowledgment to the quality of this work that Ravel studied the pieces as he planned

for his own lefthand concerto, now bettknown than this set by Saiaéns?*

% bid., 146.

®WonYoung Kong, A PsalTwhscripfiorts fomthe heft Hand: Riénistic Techniques and

Performance Problems: A Lecture Recital, Together With Three Recitals of Selected Works of R.

Schumann, S. Prokofi ev, F. Liszt, M. Ravel, and F. Ct
1999), 13.
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Analysis of Op. 135

In addition to the fact that they are etudes for the left hand,-Saant n s 6 Op .
set shares some similarities with the Baroque dance suite olasus of these
similarities is the structure of the set and the titles of the individual movements. A suite
from the Baroque era generally has five to six movements. Typical movements in the
keyboard suite are the allemande, courante, sarabande, aadwgitjuone or more
optional movements, such as a bourrée, minuet, or gavotte, often appearing before the
gigue. Also, a prelude is occasionally included as the first movement of the set. Similarly,
the Op. 135 set has six movements. The custoRtydeis found at the beginning
while theGigueand theBourré& other typical Baroque movemedtsre included as
well. In addition to these three, the fugal movement and the piece in perpetual motion
also reflect nednaroque textures and compositional style. Gumg of the pieces, the

Elégig seems to deviate from the Baroque style.

135

According to Marie Stolba, AThe movement s

meter and tempo, but all movements ¥re |
Here, the Op. 13Btudes are again similar to a typical suite, although there is some
degree oflisparity The movements are generally in a meter corresponding to their
Baroque counterparts, although Beurréehas a somewhat unusual meter of 2/2. The
tempos of the movem&nare also similar to Baroque movements, such as the moderate
prelude and the faster gigue. Whilswuate would likely have one key for all of the
movementgalthough one movement may be in the parallel key), there is some variation
in the Op. 135 etude¥Vith the exception of thElégie, all of the movements are in a

closely related key. Therélude Alla Fuga,andGigueare all in G major, but each

2K. Marie StolbaThe Development of Western Music: A Hisi@ypston: McGraw Hill, 1998), 274.
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modulates several times. It is significant thatPnéludeand theGiguebegin and

conclude the set, respectively, and function to reinforce the key of G majdBolinee

is in the parallel key of G minor. ThMoto Perpetuanovement seems unusual for its key

of E major. Nevertheless, E major is the chromatic mediant to Gr rauagl still seems to

fit loosely in the key structure of the set. THégieis the only movement that is

abnormal. In the key of fflat major, this movement does nothing to assist the

organization of keys in Op. 135. In fact, it has a tritone relatiprtshihe original key of

G major. However, since this movement also does not assume the Baroque style of the

other movements, the lack of a corresponding key relationship is not surprising. It may
simply be the fAfreed mov-Sadesexploredfamorée pi ece,
Romantic style and different sounds. The inclusion ofliégieconnects the Baroque

style of the other movements to the nineteaahtury style during which Sak#8aéns

composed. Regarding formal structure, binary form is not csesistently in all of the

movements as would be typical in many dance movements of a Baroque suite. Saint
Saxtnsd6 treatment of form in these etudes wi

following discussion.
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Prélude

Although the prelude as a mawent in a Baroque suite was not part of the
established order, it was not uncommon to find a prelude at the beginning of a suite. As
the opening to a suite, the prelude reveals the nature of the suite and establishes the tonal
center. ThéPréludeof Op. 13 follows these expectations:cciearly establishes the tonic
key of G majorfor the set and also exhibits some of the neoclassical characteristics to be
found in the subsequent pieces.

Theform of this piecds simple:ABABA. The same material recunsth slight
variationthroughout the piece and is divided by two sectioroohecting materiallThe
harmonic progression is not complex, and the key remains in G foajbe entire piece.

The two links functiomot to transition to a new key, biat return to the main themé&he

first measure consists tife following pattern seen in Example 9:

Example 9. SairBaénsPrélude Op. 135, mm. 2.

>
= T

E;P

“Yed. s .

e \v 4\'
T

!1
&
7

e
"3
HRM
e
~<Je
el
ir QY

4

L —
N
Ry
Ry

The arpeggios on beat 1 stretch more than two octaves and are unreachable with a single
hand. Therefa, the dampempedal should be usesightly with the arpeggios to maintain

the harmony. The sixteenth rest allows the hand to move position in order to hold the half
note withthe thumbwhile the other fingers are free to play the thirds. The thirds should

be played detached, giving the effect of two layers even though only one hand is playing.

This pattern is repeated with some variance throughout most of the piece.
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A tonic-dominanttonic progressioms formed in mm. 5, firmly establishing the

key, then the harmonghangego E minor inmm. 6-8. In m. 6, the intervallic patteralso

changes by using sixths instead of thirds on beats 2 and 3, and mes3uma@etely

omit the heldhalf note in favor othe following pattern seen in Example 10:

Example 10. SairBaénsPrélude Op. 135, mm. ®.
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In this measure, the eighth notes cannot be played while holding the quarter notes, so

each beat should be pedaled separately.

In measures 103, the held half note returns, bsinow followed by six sixteenth

notes instead of three eighths, as seen previously (see Example 11).

Example 11. SairBaénsPrélude Op. 135, mm. 14.1.
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In these measures, the sixteenth natesboh above and below the half notes, rather
than just belowsothe measures must be fingered carefully, with the second or third

finger on the half note. As with thereviousthirds, the sixteenth notégreshould also

be detached.
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The climacticpoint in the first section of the pieocecurs in m. 14The dynamics
finally reachforte, and in measures 44/, both the articulatioand the rhythmic pattern
change The half note with eighth notes is now replaced by a combinativvodfeld
guarter notesvith four sets of sixteenthotetripletsabove and below éhquarter notes

(see Example 12).

Example 12. SairBaénsPrélude Op. 135, mm. 147.
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In contrast with earlier statements of the thethe triplets are to be played legato rather
than detached.

A link occurs throughout mm. 134. In m. 18 and the first beat of m. 19, there is
a linear arpeggio on the domindr@rmonyof the key. Thdollowing measures consist of
a equentiallike patern with each beat made up of a quarter note with an underlying
sixteenth note triplet. The harmony is simple, with only an accid@gvidt) added
occasionallyln mm. 1921, there is a repetition tfefollowing progression: idii-i 4l-e
i v @-V-\g, all in first inversion. The second statemeh&nge®nly the last chord to a
minor iv chord The broken chords imm. 22-23 alternate between diminished seventh

chords and either a dominant chord or some form of the subdominant. A diminuendo is
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indicated inm. 22, thermolto ritardandais indicated irm. 24, leading to a return of the
main themeAn authentic cadenas outlined in m. 24efore returning téhetonic and
the original tempo im. 25.

Althoughm. 25 begins a clear restatement of the heigig of the piece, there is
some modification. In combination with the half note, there are no thirds, but instead

there is a return of the detached sixteenth notes from measti8gské®e Example 13)

Example 13. SairBaénsPrélude Op. 135, m. 25
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This pattern continugbdroughm. 28. Inmm. 29-32, the sixteenth notes continue but now
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shouldbe articulated differently: legato rather than detached. There is a crescendo from
measure 281, but each time the slurred sixteentiesappear, theres a slight
decrescendwithin the overall phrase

Anothertransition sectioronsistingof sequential patterdsgappens in mm. 339.
In mm. 3334, a dotted eightsixteenthrhythmic combination is usedn each beat with a

second layer adlmost continuasixteenth notes undernegtiee Example 14)

Example 14. SairBaénsPrélude Op. 135, mm. 334.
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