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ABSTRACT 

This document provides a pedagogical study of five works for younger pianists by twentieth-

century French composers. The works are Jeu by Darius Milhaud, Petite suite serieuse pour 

concert de famille by Besty Jolas, Les fleurs endormies by Marcel Landowski, A la 

maniere…d’un violon by Raymond Loucher, and L’histoire de Babar by Francis Poulenc. Each 

work is published individually by the French editor Gerard Billaudot and is a part of a collection 

of twenty-seven teaching pieces specifically designated pour les jeunes (“for young people”). 

These works can be used as an introduction to modern French piano music for elementary 

through early-advanced students. This subject is of great importance as such works are rarely 

found in student-level repertoire and method books. The selections are presented in the order of 

progressive study, each accompanied with a detailed discussion, so that the teacher may decide 

on how best to integrate the compositions into their students’ training.  It is possible to use all 

five pieces with one student in a graduated progression; but the discussions are presented with 

one composition per chapter so that an instructor may go immediately to the piece that most 

closely reflects their student’s current level. These solo piano works can equip the student with 

the skills necessary to play more difficult French twentieth-century repertoire, such as Ravel’s 

Sonatine or one of the Debussy Préludes. 
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CHAPTER 1 

INTRODUCTION 

The music of modern composers, including Russians Kabalevsky and Tcherepnin, is 

frequently found in the canon of teaching repertoire, but French modern music rarely appears in 

graded teaching materials for young pianists; therefore, this document discusses five pieces by 

20th century French composers in a proposed pedagogically appropriate order from lower to 

early-advanced students. The works are Jeu by Darius Milhaud, Petite suite serieuse pour 

concert de famille by Besty Jolas, Les fleurs endormies by Marcel Landowski, A la 

maniere…d’un violon by Raymond Loucher, and L’histoire de Babar by Francis Poulenc. Each 

work is published individually from the French editor Gerard Billaudot and is a part of a 

collection of twenty-seven teaching pieces specifically designated pour les jeunes (“for young 

people”). 1  This compilation of pieces was entailed as part of the Albert Noël catalogue that was 

purchased by the Billaudot Publishing House in 1966. Pedagogy was one of the primary areas of 

publishing interest addressed by the Noël catalogue and by extension the Billaudot Company, 

which also supports modern-era composers such as Darius Milhaud and Betsy Jolas. 

The five selected pieces can be used as a vehicle to expose students at varying skill levels to 

French modern music. These works can be used individually or as a collection. The teacher may 

choose to adopt this model in its entirety and assign it to a single pupil, using the proposed order 

of pieces in concurrence with that student’s musical growth. Other instructors may find it more 

                                                           
1 A brief biography for each of the five composers is provided in Appendix A at the end of the document. 
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convenient to use these suggestions as an aid when seeking French modern music for students 

who are not at a level to play the larger works found in the repertoire. Each of the five chapters 

opens with a general discussion of the piece that offers insight into areas such as the formal 

structure, stylistic indications, and special features unique to the composition. Following is a 

detailed pedagogical discussion in which pupils are challenged to begin a journey toward 

understanding modern composition by addressing technical difficulties that are not found in the 

standard literature. Embracing colorful sonorities, incorporating complex rhythms and meter 

changes, and utilizing special pedaling are among the subjects addressed.  Technical and 

performance issues such as these help prepare the student for more difficult passages in other 

French works, such as Debussy Préludes.  

As a wide range of pianistic difficulty is found in these pieces, each chapter concludes with a 

section that discusses the type of student for which the piece would be appropriate. Some pieces 

are suited to lower-level students with little experience while others are more likely to be 

assigned to students from high-school through first-year undergraduate college levels.  As 

modern French music is one of the least represented genres in most of the available pedagogical 

collections, these works could arguably be used as the first modern music by French composers 

for these levels of student study.  

Although Billaudot conceived the original collection of twenty-seven pieces as suitable for 

young people, they are also suitable for adult students. Darius Milhaud is the only composer of 

the five who wrote compositions expressly for children, so while the other composers’ works are 

certainly meant for less-advanced students, they are not specifically directed to a certain age 

group.  The format used by the Billaudot edition is traditional in that the focus is on the music; 
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the volumes lack colorful artwork and large fonts often found in music published for young 

children.  

Pupils of a mature age may certainly gain much enjoyment through learning and performing 

these modern works.  Additionally, teachers may wish to regard these solos as an option for 

secondary applied students at the college level.  For example, a teacher may assign one of these 

pieces to a composition major who desires exposure to French modern music but does not 

possess the technical skills to play a more advanced work such as Ravel’s Le Tombeau de 

Couperin.  

May the following discussions of these pedagogical pieces be informative and inspiring to 

teachers and students of all ages.
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CHAPTER 2 

 

JEU BY DARIUS MILHAUD 

 

Discussion of the Piece 

Jeu, composed circa 1950, is a miniature waltz that is attractive to teachers and students 

because of its simplicity and brevity. The piece was specifically “written for developing young 

pianists of modest technique.”2 Milhaud’s use of longer note values on the downbeat lends a 

sense of gravity or significance to the first beat, which is typical of the waltz. This piece, whose 

title is translated as “game” or “play,” is constructed in consistent four-bar groups, creating an 

accessible phrase structure that a young, inexperienced performer will find helpful. The ABA 

form, fifty-two measures in length, is detailed below and may be viewed as a tool to guide the 

student in learning the piece. 

A= mm. 1–20 B= mm. 21–33 Aˡ= mm. 34–52. 

Motivic material includes ascending pitches outlining a minor third, followed by two 

descending leaps of a fifth, shown below in Example 1-1.  The piece is given a, “modal 

cast…through the transitory use of the Dorian and Mixolydian modes.”3 The A section begins 

with mm. 1–8 in C Mixolydian as seen in Example 1-4.4 The inclusion of a single black key, Bb, 

creates the half-step expected the between the sixth and seventh degrees of this mode. 

                                                           
2 Neil Cardew-Fanning, Description of Jeu, Piece For Piano, Op. 302, www.allmusic.com/composition/jeu-piece-

for-piano-op-302-mc0002434904 (October 16, 2013). 
3Ibid. 
4 Example 1-4 shows only the first four measures of the piece because of copyright permission limitations. 
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The following four-bar group, mm. 9–12, begins in D Mixolydian found in Example 1-5. 

These measures resemble the opening transposed up a half step. The half-step expected between 

the third and fourth pitch (F#-G) is immediately introduced in m. 9 on the second and third beats 

of the measure. The LH, also beginning at m. 9, spells a complete descending collection of 

pitches for this Mixolydian mode continuing through its last three notes, F#-E-D in m. 11.  

The following measure, m.12, moves away from the Mixolydian mode and introduces a stark 

C major triad. This is followed by a LH C pedal tone coupled with reiterations of the fifth above 

on the downbeats of mm. 13–16, as seen in Example 1-6. The close of the A section in mm. 17–

20 then, through the tonicizing F natural and B natural, establishes a, “tonal goal, emphasized by 

succinct pedal points on C in the outer sections and the final C major triad.” 5 

Example 1-1: Darius Milhaud, Jeu, mm. 1–2. 

  

Section B’s opening measure, m. 21, starts with unison Eb octaves between the hands. 

Milhaud then directs the Eb, introduced as a neighbor tone, to resolve to unison D in the 

downbeat of measure 22. This leads to the articulation of a G-major triad. This G acts to some 

degree as a structural dominant to the opening and closing C. Measures 25–28 seems to center on 

C Dorian. Here, the C minor is articulated harmonically on the downbeats in the LH and 

melodically in the RH. There seems to be a return to the C-major orientation in mm. 29–31 

before the recapitulation in C Mixolydian. 

                                                           
5 Cardew-Fanning. 
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The return of the A section in m. 34 is recognizable yet still offers some delightful changes 

such as Milhuad’s use of a half-step transposition in mm. 38–40, in which the original pitches 

from mm. 5–8 are transposed up a semitone to the black keys. The only exception is Bb which 

moves to B natural. Even though the LH part is not altered from the ending of the initial A 

section in mm. 17–20, the final four bars of the piece present a slightly different RH part. The 

use of a minor dominant, G-Bb-D, suggesting C Mixolydian, leads to the final consonance on C-

E.6 

Pedagogical Discussion of the Piece 

Articulation 

This piece uses uncomplicated articulation, easily grasped by a beginning student. No 

staccato is required, giving the performer the opportunity to focus on the slur as the primary goal 

of articulation. As the editorial fingering encourages connectivity, notes that are not marked with 

a slur may be also played legato, which results in a more musically satisfying experience.  

The brevity of the slurs combined with use of adjacent notes and fingers is well suited to a 

less-experienced pupil. The legato slur is introduced separately in the right and then the left hand 

starting at m. 1 and m. 4 as seen in Example 1-2 below. All slur markings given here are limited 

in duration to one measure. As “legato can only be accomplished by a unifying motion of the 

arm, that is, the forearm and upper arm,”7 the student should practice so that the weight of the 

arm drops into the key-bed on the first note of the slur. The pianist should start from a low wrist 

position followed by the gradual lifting of the whole mechanism. James Bastien adds that young 

pianists should practice saying, “down-up”, as they play the slur because it reinforces the proper 

                                                           
6 Neil Cardew-Fanning, Description of Jeu, Piece For Piano, Op. 302, www.allmusic.com/composition/jeu-piece-

for-piano-op-302-mc0002434904 (October 16, 2013). 
7 Gyorgy Sandor, On Piano Playing: Motion, Sound, and Expression (New York: Schirmer Books, 1981), 67. 
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hand motion to be executed.8 This motion is always concluded with the last note of the slur being 

lifted from the wrist. 

The addition of the elbow into the slur gesture promotes ease of motion and gives evenness 

to the fingers, without stiffness.9 Marlais directs elementary students to connect ascending 

pitches, such as found in mm. 1, 9, 11, and 31, by allowing the elbow to smoothly pivot the wrist 

away from the torso by rotating out from the side of the body during the execution of the slur.10 

Bastien references this as the “drop-roll technique” which involves the arm rolling, “inwards 

toward the piano and lifting at the same time,”11 when playing descending notes in a slur. The 

opposite rotation is needed to execute slurs with ascending pitches.  

The technical aspect of releasing at the end of a slur must be handled carefully so that, “the 

forearm, hands, and fingers abandon the keys with an upward motion,” aided by a relaxed 

wrist.12 The teacher must caution the student to avoid an abrupt disconnection of the hand from 

the keys, causing a staccato-like effect. Creating images of floating off the key surface at the end 

of the slur gives students a mental picture of the correct gesture needed.13  An adjacent example 

of both rising and falling pitches included in the RH slur gesture is offered in mm. 13–14, found 

in Example 1-2 below. 

 

 

 

 

                                                           
8 James W. Bastien, How to Teach Piano Successfully Second Edition (San Diego: Neil A. Kjos, 1977), 202-203. 
9 Sandor, 83. 
10 Helen Marlais, Succeeding at the Piano: Lesson and Technique Book Grade 1 (Fort Lauderdale: FJH Music 

Company Inc., 2010), 31. 
11 Bastien, 169-170. 
12 Sandor, 118. 
13 Bastien, 170. 
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Example 1-2: Darius Milhaud, Jeu, mm. 1, 4, 13–14. 

     

Students will also see results by singing the notes in the slur and breathing audibly at the end. 

This forces the sound to disconnect briefly. Conversely, the teacher can hum or sing the line 

while the student tries to match the lift of the hand with the singer’s breathing. This method may 

help one to gain a “better feeling for the natural direction of the music and will create a better 

sense of the musical line.”14 It is especially helpful if the pianist already plays a wind instrument 

or sings in a choir. However one approaches the idea of completing the phrase, it is essential that 

the student understands a lift is necessary to conclude a slur.  

In the B section, Milhaud marks both hands to play legato at mm. 25–28. Because the half-

note rhythm occurs at a different place in each hand, it is best to practice the slur gesture with 

hands alone at first. Note that the slur rounds off in both hands at the end of each measure in 

Example 1-3. In addition, the performer is aided in mm. 25–27 in that both forearms must rotate 

to the left for the descending pitches. In the final measure of this passage, the contrary motion 

creates an outward rotation away from the torso in both forearms. Students should practice 

creating a “smooth, unifying and slightly upward motion of the whole arm.”15 

 

                                                           
14 Diane Helfers Petrella, Nick Petrella, “I’ve Got Rhythm, I’ve Got Phra-sing…Who Could Ask for Anything 

More?,” American Music Teacher 62:1 (August/September 2012): 20. 
15 Sandor, 70. 
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Example 1-3: Darius Milhaud, Jeu, mm. 25–28. 

 

Texture  

The work has a thin texture comprised of mostly two voices, typically one in each hand.  

Often those two voices create a parallel unison at the octave such as found in mm. 5–8, 21–24, 

and 38–41. At the most three voices are present, usually with one hand playing the interval of a 

third or a fifth such as found in m. 16. Another example of three-voice texture is found in mm. 

13–15, with the LH playing alternating fifths and sixths while the RH continues the single 

melody line.  These same measures also feature the third voice as a pedal tone, shown in the LH 

as tied, dotted half-notes that sustain the Bass C for three bars.16 The overall simplicity of 

movement between the hands is especially attractive when one considers that the students’ ears 

are still being developed.  Therefore, they may not be able to comprehend and perform the 

several layers of voices and accompaniment required in more complex pieces.  

Fingering 

For many at the novice level, the most difficult issue in Jeu is the fingering. While the piece 

seems uncomplicated, Milhaud presents challenges by including notes outside the scope of the 

five finger position in both hands. The fingering suggested in the Billaudot edition does provide 

guidance although there are a few places in which alternative options can be considered. 

                                                           
16 This pedal tone is also found at the return of the A section in bars 46-48. 
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The first four measures of the piece, as seen in Example 1-4 below, cover the range of an 

octave in the bass, indicating the hand must adjust even in the opening bars. As suggested in the 

score, the LH starts on a 2-3 and then must cross the thumb under the third finger on Bb to 

successfully reach the upcoming interval of a fifth. This places the hand in a D five-finger 

position. Measure three also extends to a descending fifth one whole-step lower than the 

previous measure, A-D and G-C. By continuing in the same position the second-finger plays on 

the note G and then the fifth finger extends down to reach the C.  

Howard Ferguson suggests that pianists match finger patterns with musical patterns when 

possible.17 In this case, the teacher might re-finger these descending melodic intervals of a fifth 

to be played as 1-5 (shift) 1-5, notated as B in the Example 1-4 below. This will also serve to 

eliminate the possibly awkward stretch of the fifth finger to C in the third bar. 

Example 1-4: Darius Milhaud, Jeu, mm. 1–4. 

 

The need for legato in m. 4 creates a challenge again in the left hand. The editor assumes the 

hand remains in the C position, as just having reached the C with the fifth finger.18 This passage 

is followed by intervals of a third beginning on fingers 2, 4. However, by the next beat the hand 

has reached its limits with fingers 1, 3 on E, G. The solution given is that the thumb stretches up 

a whole step with the second finger remaining in the position already set up. These proposed 

fingerings have the student using a small hand extension in an effort to maintain the legato touch 

                                                           
17 Howard Ferguson, Keyboard Interpretation (New York: Oxford University Press, 1975), 83. 
18 See Example 1-4 for measure 4. 
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in mm. 3–4. However, a better idea for a young pupil might be to move the hand up a whole step 

from the C in m. 4 and simply begin the slur in m. 5 with a 5-3 and end with 1-3, which still 

promotes the smooth connection of the notes that are slurred. 

Another problem-solving approach is to include fingerings that “capitalize on diatonic scale 

patterns.” 19 In this piece, there are a few instances in which one hand plays all eight tones found 

in a diatonic scale. While the composer is not seeking to establish a tonal center, the fingering 

used can be borrowed from scalar passages. One such passage, found in Example 1-5, is from 

mm. 9–12 which spells E-F#-G-A-B-C-D-E. The RH can easily use the 1-2-3-1-2-3-4-5 

fingering for the ascending pattern that concludes with a dotted half note at the octave E. A 

similar example can be found in mm. 42–45. 

Example 1-5: Darius Milhaud, Jeu, mm. 9–12. 

 

One can also view m. 13 through the downbeat of m. 16 from the perspective of the A scale 

as seen in Example 1-6. While the composer does not choose to alphabetically spell out all the 

tones in scale order, this is still a viable fingering option to consider as an alternative to the 

editor’s suggestion. In this case, each note can correspond to the scalar fingering. The RH 

fingering for these measures will read as if starting in the middle of the scale after the initial  

                                                           
19 Jessica Johnson, “Exploring New Sounds: Contemporary Performance Techniques for the Pre-College Student,” 

American Music Teacher 54:5 (April/May 2005): 30. 
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cross under of the thumb: 1-2-3-4-3-2-1-(cross over)-3-2-3. This approach calls for less skipping 

fingers on adjacent intervals such as 3-5 on F-G and 5-3 on G-F across mm. 13–14 and 1–3 on 

B-C across mm. 15–16. 

Example 1-6: Darius Milhaud, Jeu, mm. 13–16. 

 
 

The LH offers another scalar passage from m. 29 through the downbeat of m. 32 as shown 

below. Consider the A scale yet again with the measure beginning on fourth finger at B. The 

pattern reads: 4-3-2-3-2-1-2-1-3-2-1 with the LH ending on the half-note A in Example 1-7, 

marked B for “Bender.” Notice that stepwise motion is used once more while sometimes 

winding back and repeating notes already played. 

Example 1-7: Darius Milhaud, Jeu, mm. 29–32. 

 

Using fingering from scale study, which addresses hand extensions, helps the student 

immediately plug in knowledge they already possess. Music is full of patterns and this method 

encourages the pianist to take advantage of identical or similar passages found in this piece by 

immediately applying them to a performance context.  
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However, other possibilities for solving the fingering puzzle may also be presented and 

defended with equal legitimacy. If scale fingering is used in the right hand at mm. 9–10, as seen 

in Example 1-5, it may create a musical problem. The outcome may be a heavy thumb accent on 

the downbeat if the student plays 1-2-3 and then crosses under to the first finger at m. 10. In that 

case, the instructor may choose an alternative route. If the hand is allowed to continue in position 

by playing the fourth finger on the downbeat instead of crossing under with the first finger, then 

the thumb has no opportunity to play, much less produce an accent.  

The editor provides a left hand fingering that may also be considered for mm. 29–31. As each 

of these three measures feature legato articulation and ascending stepwise motion, the left hand 

should use 4-3-2 fingering on each quarter note starting in m. 29 found in Example 1-7 marked E 

for editor. In measures 30–31 one simply moves the hand up one white key while maintaining 

the same finger pattern.  The focus on identifying patterns and using specific fingering to execute 

them is a skill that all students must learn. These particular measures have more than one 

solution and it is up to the teacher to help the pupil determine what fits best. 

Leon Fleisher states, “The big responsibility of a teacher is that we have to teach students 

how to learn.”20 Students can be guided by their instructor in learning how to adapt fingering in 

situations where no fingering may be provided or where there is more than one option available. 

Tackling the ever-present fingering puzzle in smaller works like Jeu is valuable and in this case 

may translate to a piece such as Debussy’s “Jimbo’s Lullaby” from Children’s Corner. This 

piano work begins with a LH solo that can be played within the five finger hand position. 

 

 

                                                           
20 Helen Smith Tarchalski, “An Interview with Leon Fleisher: Part Two,” Clavier Companion 1:1 (Jan/Feb 2009): 

25. 
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Example 1-8: Claude Debussy, “Jimbo’s Lullaby” from Children’s Corner, mm. 1–5. 

 

Beginning in the C position with the F played by a second finger, the hand can reach every 

note. This is marked as option A in Example 1-8. The issue here is that the fourth and fifth 

fingers, which are traditionally weaker, are responsible for the oft-repeated C and D. Therefore, 

one may want to consider other fingering options such as keeping the C position for measure one 

but then move the fourth finger down a step to C which also moves the third finger to D. This is 

marked as option B in Example 1-8. Pairing fingers 3-4 together is much stronger and more 

pianistic than 4-5. Exposing students to a variety of fingering solutions helps them be more 

adaptable and more independent learners when working with mainstream repertoire. 

Dynamics/ Tempo 

The dynamics selected by the composer extend from piano to mezzo forte. Using such a 

small range is advantageous to a young performer as they, “generally do not have sufficient 

control on shaping melodies using more sophisticated dynamic colorings.”21 The A section 

                                                           
21 Bastien, 204. 
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begins each time, at m. 1 and m. 34, at piano. The contrasting B section starts at mezzo forte, 

creating a separate dynamic level for the start of each section. 

Within the sections, there is minimal use of the crescendo and decrescendo, lasting only two 

to three bars. For example, m. 10 is still at the piano dynamic level as no other marking has been 

indicated since the opening measure. A crescendo is begun at m. 10 and is marked through m. 11 

with a mezzo forte indicated at the very beginning of m. 13, also see mm. 18–20 and 32–34.   

The indicated tempo, sans hâte, which means, “without haste or hurry,” is also advantageous 

to young performers. Speed is challenging for beginners as they are not yet completely 

comfortable coordinating hands while dealing with articulation and dynamics. It is interesting to 

note here that Debussy’s piece, Le plus que lente, translating as, “slower than slow,” shares the 

character of an unhurried waltz tempo with Jeu.  

For What Students Would This Piece Be Appropriate? 

This piece calls for fundamental knowledge of fingering technique usually addressed by 

teachers in the use of scale patterns. The lack of pedaling, the use of thin textures and a limited 

dynamic range make this piece appealing for the less experienced student who desires to study 

the modern style. The largest interval span is an octave and at times Milhaud creates this distance 

between the two hands and other times he uses an expanded hand position. The comfortable rate 

of speed and use of the ABA form assists the student in other areas such as comprehension of 

musical content and performing by memory. This charming piece is appropriate for the 

elementary level student who has already begun training in basic piano technique. 
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CHAPTER 3 

 

PETITE SUITE SERIEUSE POUR CONCERT DE FAMILLE BY BETSY JOLAS 

 

Discussion of the Piece 

This suite has a total of five movements, each in a different meter. One note per hand, or 

two-part playing, is called for throughout the work, presenting an unintimidating score at first 

glance. Each movement is brief in accordance with the work’s title, the shortest having a 

duration of only nine bars. The movements have no key signatures, although accidentals are 

present in all but the second movement. Jolas ends each movement with a consonance, except 

Etude which has a consonant fifth in the LH, D-A, but is joined by middle C in the RH. 

Like a Baroque era suite which typically provides titles such as Menuet, Gigue, or Sarabande 

to inform the performer and audience which dance style is to be emulated, this work by Jolas 

also indicates the function of each movement with titles such as Prelude, Etude, and Danse, 

providing the student with a suitable mood or style.  Unlike in a typical Baroque era suite, only 

the fourth movement has repetitions. Jolas also includes modern stylistic elements into these 

movements, which will be addressed in the following discussion.  

Pedagogical Discussion of the Piece  

Fingering/Hand Position 

The pedagogical goal in this composition is to match fingering patterns with musical patterns 

when possible. 22 A teacher will find it most advantageous to first direct the pupil’s focus to the 

                                                           
22 Ferguson, 83. 
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consistent use of five-finger hand positions throughout the individual selections. Jolas’ use of the 

familiar hand positions takes away the fear of unknown keys to the student, which cultivates an 

explorative approach when it comes to piano geography outside the major and minor five-finger 

position. It is important to understand that while the patterns discussed here do not often begin 

with the thumb note, the pupil will gain a better understanding of the construction of the piece by 

first identifying these positions.  The movement of the hand to new pitch areas while remaining 

in the five-finger pattern becomes very accessible to students. This style of composition also 

encourages performance in different registers and locations on the instrument, which promotes 

freedom of motion in the arm and shoulder.23 It is important to point out that the composer does 

not attempt to validate a specific tonal center but rather explores the pitch possibilities available 

within the five-finger span chosen. In Jolas’ work, these hand positions sometimes have minimal 

alterations including various chromatic possibilities and often explore nearby positions, which 

will be discussed in the following sections. 

The fourth movement, “Etude,” is perhaps the easiest to understand via the five-finger 

position because both hands remain stationary throughout the piece. As many pupils are quick to 

recognize and appreciate, the RH is fully established in the middle C position in this small study 

beginning on F in the fourth finger. See Example 2-1 below. The LH is in D position, and 

stability is provided by the repetition of the fifth finger on D in each bar. As a whole, the LH 

alternates between playing an interval of a Perfect 5th, D-A, and an Augmented 4th, D-G#, so that 

a half-step motion is assigned to the first and second fingers.  

 

 

                                                           
23 Marienne Uszler, with contributions by Rena Upitis, “The Elementary-Age Student,” in The Well-Tempered 

Keyboard Teacher, Second Edition (New York: Schirmer Books, 2000), 6. 
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Example 2-1: Betsy Jolas, Petite suite serieuse pour concert de famille, “Etude,” mm. 3–5. 

 

The “Etude” does, however, present a hand position concern of another sort.  Jolas uses 

overlapping hands to create an interlocking hand position. The RH plays underneath the LH in 

close proximity for the duration of the movement as both hands are located in the treble clef.  

This position may appear to be an insurmountable obstacle for students who have never 

experienced this before. During this initial process, the instructor may choose to focus the child’s 

attention away from the score and teach the technique by rote. The instructor will demonstrate 

the hand positions, one by one, and then ask the student to mimic what was shown.24 The 

instructor will begin by having the student comfortably place the RH in C position. Once that is 

established, the pianists should place the LH directly on top of the RH so that the fifth finger of 

the LH is lying on top of the second finger of the RH, i.e. D position. Then they should slide the 

LH forward until it reaches the fallboard, then raise the left forearm as needed so that there is 

room for the RH to fit underneath.  Liszt added to this technique by instructing his students to 

adjust the piano bench a little higher than normal. This gives the forearm a downward slope 

which creates ease in passages with overlapping or interlocked hands. 25 This method of teaching 

keeps the learner in an open frame of mind, thus avoiding the “I-can’t-do-this” mentality. 

Overall, it is a highly successful approach especially with those students that tend to panic when 

                                                           
24 Denes Agay, “Rote Playing and Rote Teaching,” in Denes Agay, ed., Teaching Piano: A Comprehensive Guide 

and Reference Book for the Instructor, Vol. 2 (New York: Yorktown Music Press, 1981), 41. 
25 Stewart Gordon, “Liszt and Leschetizky,” in The Well-Tempered Keyboard Teacher, Second Edition (New York: 

Schirmer Books, 2000), 291. 
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introduced to new concepts they perceive as difficult.  After success has been gained in this area, 

the pianist’s attention is returned to the printed music and they may move forward in learning the 

correct rhythms and pitches. 

Additionally, the use of imagery or word pictures can often assist the learning process as it 

often becomes tedious when trying to verbally communicate different facets of playing the 

instrument successfully.26 In this case, one should consider introducing this by technique by 

comparing it with a two story building or double-decker bus.27  Although the two units are built 

on top of one another, they still have independent functions. Musical Translation: despite the 

close proximity, both hands will fit into a small space and can manage to play a melody and 

accompaniment simultaneously. Teachers will find that most students benefit from this method 

of using something familiar and even extra-musical as a way to visualize and then implement a 

new skill at the instrument.  

“Entrée,” the first movement, also focuses on the D five-finger position, this time in the RH. 

Then the composer expands the five-finger concept by exploring nearby positions. The RH 

moves down a whole step from the opening D position to middle C position at the end of the 

piece in mm. 14–16.  The LH begins in F position28 and then moves down to D position also in 

mm. 14–16.  

Jolas again takes advantage of chromatic possibilities, moving the third finger between F# 

and F natural. Notice Example 2-2 in which the RH’s initial F# is altered to F natural in mm. 15.  

                                                           
26Abby Whiteside, Indispensables of Piano Playing (New York: Charles Scribner’s Sons, 1961), 60-61.       
27 I am borrowing this imagery idea and adapting it to the piano from the creative method book by Kathy and David 

Blackwell entitled Fiddle Time Scales.   
28 I am ignoring the repeated note fingering for now. 
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Despite the consonance of the pitches F-A-C at the final measure, the composer has no 

intention of establishing the tonal key of F major, as she does not call for a Bb in the LH and the 

RH spends most of the movement in D position. 

Example 2-2: Betsy Jolas, Petite suite serieuse pour concert de famille, “Entrée,” mm. 1–3,  

14–16. 

 

The “Prelude” provides ample illustrations of mobile hand positions. Within its fifteen- 

measure length, the RH explores middle C position in mm. 1–2, E position in mm. 3–4, and D 

position in mm. 8–9, before returning to the original middle-C position. As seen in Example 2-3, 

the LH also travels a descending stepwise pattern of hand positions starting at G position in m. 3 

and ending in C position in m. 6. By encouraging students to notice that the intervallic distance 

between each five-finger position in this movement is either stepwise or at most a skip, the 

teacher can build the novice’s confidence when exploring the piano’s geography. 

Example 2-3: Betsy Jolas, Petite suite serieuse pour concert de famille, “Prelude,” mm. 1–4,  

8–9. 

 

 

Even though Debussy’s piece, “Voiles,” from his first book of Préludes is larger and more 

advanced than Jolas’s piece, the similar use of five-finger positions is a technical skill needed in 

both selections. “Voiles” features pentatonic scales made up of whole steps and this pattern also 

lends itself to the concept of mobile five-finger hand positions. One such example is found in 

C Position E Position D Position 

G Position F Position 
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mm. 48–49, shown below in Example 2-4, where each hand plays the pentatonic scale F#-G#-Bb 

(A#)-C-D and then moves up a whole step and begins another pentatonic scale on Ab, or G# 

enharmonically. Walter Robert suggests a similar grouping idea for fingering pentatonic scales in 

the book titled Teaching Piano.29 A savvy teacher will also note that the ability to navigate to 

nearby hand positions with ease is an important step in the process of developing a young 

pianist’s transposition skills.30 

Example 2-4: Claude Debussy, “Voiles,” mm. 48–49. 

 

As we have discovered in previous examples of the Jolas piece, departures from the five-

finger hand position are small and usually entail minimal finger adjustment. The third 

movement, “Duo,” however, presents an illustration of the basic fingering technique found in 

scale study, which is a necessary staple in the beginner’s practice regimen. Scale fingering uses 

the thumb as a pivot point and allows the other fingers to pass over or under that digit and on to 

new pitches. 31  

In “Duo,” the student is directed to cross a finger over or under the established hand position 

to gain easy access to the indicated accidentals, as shown in the excerpts below. The RH begins 

in A position in the opening four bars, but the fifth measure introduces G#, which moves the 

finger a half-step out of position. The fingering given is shown in Example 2-5 and has the pupil 

                                                           
29 Walter Robert, “Fingering,” in Denes Agay, ed., Teaching Piano: A Comprehensive Guide and Reference Book 

for the Instructor, Vol. 1 (New York: Yorktown Music Press, 1981), 80-81. 
30Whiteside, 60-61.        
31 Robert, 77. 
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crossing the second finger over the thumb and then returning to the original position. This results 

in minimal adjustment of the hand for the chromatically altered note.32  The LH, beginning in B 

position, also needs the second finger to cross over the thumb to reach the Gb in m. 6. 

Example 2-5: Betsy Jolas, Petite suite serieuse pour concert de famille, “Duo,” mm. 1–6. 

 

Jolas’ use of accidentals encourages the student to see virtually all the possibilities of the A 

position played by the RH. The juxtaposition of G#-A, C#- Db- C, E- Eb -D, and Bb- B creates a 

kaleidoscope of ever-changing color which encourages the student to be comfortable with 

playing black keys as well as developing ease in accepting enharmonic and chromatic 

relationships.  

The opening of the fifth movement, “Danse,” explores pitch possibilities as well. The first 

bar places the RH in a C 5-finger position, with a lowered third of Eb.  The flat is removed in m. 

4 returning to E natural. Bars 3–5 go even further and include half steps Eb-E-natural, C-C#, and 

D-D#.  

 

 

 

 

 

 

 

 

 

                                                           
32 Likewise in mm. 7-8. 
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Example 2-6: Betsy Jolas, Petite suite serieuse pour concert de famille, “Danse,” m. 1 and its 

upbeat, mm. 3–5. 

 

The use of five-finger hand positions are also featured prominently throughout Debussy’s 

Etude, Pour les “cinq doigts”—d’apres Monsieur Czerny. The piece is a play on the five-finger 

exercises of Czerny. The beginning six measures, shown in Example 2-7, feature a LH C five-

finger position over which the RH inserts a recurring Ab. Despite its simplistic opening 

statement, the piece is quite sophisticated with multiple tempo and meter changes, quick rhythms 

and ornaments.  

Example 2-7: Claude Debussy, Pour les ‘cinq doigts”, mm. 1–6. 

 

Intervallic Content 

This suite uses small intervals in accordance with the natural limitations of a child’s hand. An 

abundance of stepwise motion is found in each movement, although larger intervals up to a fifth 

are utilized. Scalar passages past the five-note range are avoided, although Jolas uses the 
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fingering extension technique of crossing over and under the hand that most elementary level 

students gain from scale training. 

Pedaling 

The use of the damper pedal is not required as Jolas simply uses longer note values for those 

notes she wishes to sustain. Although the “Etude” presents a recurring pedal tone via the LH 

ostinato pattern throughout the movement’s main body, the pedal mechanism itself is not 

required. However, it may be used in some places, such as the endings of movements, which will 

help sustain the sound. 

Performing Five Different Meters  

The Baroque suite shares similar features to this suite including movements in varying 

meters. There is a progression of meters in the work, which we will discover as we look at each 

individual movement. 

The Petite suite’s first movement is in 2/4 time, with its pulse focused on the first beat of the 

bar. See previous Example 2-2. The rhythmic structure is uncomplicated with note values being 

limited to quarter, half, and eighth notes. The movement’s purpose in creating anticipation is 

fulfilled by its relatively quick tempo and rhythmically active left hand. 

 The following “Prelude” is in 6/8 time. Here Jolas encourages the pianist to group the notes 

into the larger two beats per measure. She does this by indicating the tempo in terms of the 

dotted quarter-note and stemming almost every measure into two groups of three eighth-notes, 

which is customary for this meter. See Example 2-3 above. Although 2/4 and 6/8 are different 

primarily because they designate different note values as equaling one beat, both of these time 

signatures focus the pulse of the music into two beats per measure.33  

                                                           
33 Denes Agay, “Rhythm,” in Denes Agay, ed., Teaching Piano: A Comprehensive Guide and Reference Book for 

the Instructor, Vol. 1 (New York: Yorktown Music Press, 1981), 41. 
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The third movement, “Duo,” is presented in simple triple meter, having three beats per 

measure.  Although the concept of four beats per measure is traditionally introduced first to 

students, this composer has the pupil progress from counting two beats per measure to three in 

ascending numerical order. Therefore, the rhythmical subtraction problem often encountered 

when transitioning from the 4/4 meter to the 3/4 meter is avoided altogether.    

So far, the performer is given standard time signatures usually presented within the first year 

of study. The “Etude,” however, moves into new territory with its use of a 5/8 meter. Although 

five beats per measure will initially feel very uneven to the student, this meter may best be 

grasped by grouping the rhythm into 3+2 beats.34 Using this approach allows the unusual time 

signature to be transformed into recognizable units. In the Billaudot edition, the stemming of 

three eighth-notes together followed by a single quarter-note in the RH shows support of this 

approach. In rehearsal, one should combine this grouping technique with the help of the 

metronome so that the student quickly learns how to evenly space the eighth-notes and develop a 

consistent inner pulse.35 Otherwise, the temptation to pause between groups or accent one note 

over the other may become a problem, resulting in incorrect or “lumpy” rhythm.  

Another method of teaching uneven meters, suggested by the authors of The Well-Tempered 

Keyboard Teacher, is the syllabic approach as shown in Example 2-7. In this case, the student 

verbalizes the beat using an arbitrary syllable, such as “Ta” or “Ti.” The syllable is restated at the 

beginning of each new note value and can also be sustained through longer rhythms. The point of 

this method is to focus attention away from problematic metric counting. This is especially 

helpful if the pupil has trouble internalizing the five beat pulse. 36 

                                                           
34 Johnson, 32. 
35 Ibid. 
36 Uszler, 10. 
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Example 2-8: Betsy Jolas, Petite suite serieuse pour concert de famille, “Etude,” mm. 3–5. 

 

Once the grouping and steady eighth-note pulse are accomplished, then comes the task of 

fitting all five beats of the bar into the given tempo. As with almost any issue regarding speed, 

one must begin with a slower metronomic marking. As the composer has already provided the 

goal tempo, teachers should help their students pinpoint a speed at which all notes can be played 

accurately.37 Then pupils should continue reviewing and moving forward to subsequently higher 

metronomic settings until the goal tempo is reached. 

Initially, it appears that the composer skips over the 4/4 meter in favor of putting the 5/8 

meter earlier in the order of movements. However, if one considers 5/8 as a combination of 2+3 

beats per measure then this fourth movement is not taking away from the progression of meters 

but reiterating the sum of what has been previously used.  

The lively last movement is in 4/4 time and should be considered as the final installment of a 

path starting with 2, then 3, then 2+3 and lastly 4 beats per measure. The rhythmic divisions of 

the quarter pulse are sometimes divided into eighths and sixteenths. The only time sixteenth-

notes are encountered in the entire suite is in this movement. Therefore, the student should 

subdivide and count in eighth-notes to ensure that a steady rhythm is upheld. To aid this process, 

the pupil should mentally subdivide three beats before playing the upbeat of the movement.  

 

 

                                                           
37 Josef Lhevinne, Basic Principles in Pianoforte Playing, (New York: Dover Publications, 1972), 34.         

Ta-Ti-Ta  Ta-ah Ta-Ti-Ta   Ti-Ta 
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Issues Pertaining to a Multi-Movement Work  

In many multi-movement works, a distinction between movements is one of tempo and 

meter.38 To ensure proper execution of these various speeds, students need to practice having a 

small pause after each movement. This short time between pieces allows one to internally hear 

and prepare for the upcoming changes of tempo and meter.  

Inexperienced performers are often uncomfortable with the idea of silence while on stage, 

fearing the audience will assume they have made a mistake. However, a well-placed pause is 

refreshing, allowing the listener to soak in the music while readying the ear to accept more 

material. In other words, the silence is akin to a period at the end of a sentence.39 Therefore, the 

instructor should emphasize through demonstration the importance of not rushing on to the next 

installment. Instructing the pianist to place their hands in their lap at the conclusion of each 

movement accomplishes this and allows mental preparation for the next movement.  

Rhythmic and Dynamic Expectations  

The “Prelude’s” rhythmic features, found in Example 2-3, are the least complex of the five 

movements, consisting of repetitive eighth-note figures. Little simultaneous hand coordination is 

needed as the single melody line is shared between the hands until the concluding three measures 

of the piece.  

The Petite suite’s dynamic expectations are mostly undemanding in scope. For example, 

“Entrée” and “Etude” have only one dynamic marking, f and mf respectively, with each 

conclusion marked piano. “Etude” is to be played, “sans nuances,” followed by the entrance of 

                                                           
38 Aaron Copland, What to Listen For in Music, (New York: Penguin Books, 1985), 179. 
39 Kenneth Drake, “An Approach to Classic Repertoire,” in Lyke, Haydon, Rollin ed. Creative Piano Teaching 

(Champaign, IL: Stipes Publishing LLC, 2011), 251. 
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the melody in measure three indicated as mf. No crescendos or decrescendos are notated in these 

two movements. 

The “Prelude,” on the other hand, is a fantastic study to teach the beginning pianist how to 

use the melodic line as a guide when adding crescendos and decrescendos. Almost every phrase 

begins with the LH and rises to a peak in the RH before descending. See Example 2-3. Having 

the student sing or hum the melody along with the instructor at the piano may prove helpful in 

locating the climax and release present in each phrase.40 

In the third movement, “Duo,” the most challenging rhythmic structure combines with the 

most complex dynamic structure of the entire Suite. Although Jolas always pairs eighth-note 

sequences with longer notes values such as the quarter or half-note in the opposite hand, the 

biggest challenge lies in putting the hands together. Notice how the rhythms and dynamics of the 

right hand are copied by the left as seen in Example 2-5 above.41 From a larger perspective, 

however, this construction makes perfect sense once the pianist understands that the composer 

intends for each hand to act as a part of the indicated duo team. The delayed entrance of the 

second “voice” or “instrument” signals its imitation to the first. What is unusual is that the 

imitation is not based on pitches but on rhythm and dynamics. It is in this movement that Jolas 

embraces the older compositional style of counterpoint, found in works by Baroque composers 

such as J. S. Bach, “without compromising the integrity of her own, fully contemporary 

language.”42 

 

                                                           
40 Sandor, 202. 
41 Jolas sometimes substitutes a half note in the LH in place of the tied quarter notes in the RH, which makes it a 

little more difficult to identify visually, but not aurally. 
42 Jeremy Thurlow, Jolas, Betsy, Grove Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/14432 (April 19, 2013). 
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For What Students Would This Piece Be Appropriate? 

This piece is suitable for a late-elementary or early-intermediate student wishing to explore 

mobile five-finger hand positions in modern music. Although it is a multi-movement work, each 

section is quite short in length and fairly undemanding. This keeps the student from being 

overwhelmed in areas such as memorization and endurance while in performance. Additional 

factors, such as the absence of pedaling, the lack of heavy textures, and simplistic voicing makes 

this piece attractive to a less experienced student.  Pupils are also encouraged to explore learning 

a piece with varied tempos and meters while embracing the modern style at a level within their 

grasp. This charming suite is extremely valuable in that while it is small in size, it has much to 

offer. 

 



 

 

 
 

30 

CHAPTER 4 

LES FLEURS ENDORMIES BY MARCEL LANDOWSKI 

Discussion of the Piece 

This piece is in the Impressionistic style with a flowing, legato melody that reflects the 

graceful image referred to in the title, “The Sleepy Flowers.” The opening measures present full, 

upper-register triads in both hands bringing to mind the lush tones of Debussy. The key signature 

of one sharp suggests E minor and is supported by Landowski’s use of that triad in prominent 

places throughout the A section, such as mm. 1–2 and 7–8. The composer suggests the natural 

minor scale, as D# is not applied anywhere in the work. However, he uses the enharmonic Eb as 

a recurring accidental. Colorful sonorities portraying the impression of sluggishness or tiredness 

associated with the title are created by the use of accidentals, such as found in mm. 6, 9, and 24.  

This succinct ABA form begins with a singing melody in the upper voice and is contrasted at 

the B section via a change of tempo and mood. Here the LH supplies an implied F# pedal tone 

throughout five of its’ six bars while the RH has an E Minor melody. At the return of the A 

material in m. 16, there is an exact replication of the opening but with the RH placed an octave 

higher, which is an undemanding way of creating interest and variety in repetition. The only 

exception appears to be a small change in the final bar but the pitch content of the measure 

remains intact. 

A=mm. 1–9 B=10–15 Aˡ= 16–24. 
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Dynamic Spectrum 

This piece has a large dynamic range, especially in the softer portion of the total spectrum. 

Beginning at mp, the volume continues to decrease until ppp at the end of the B section and at 

the piece’s final measures.  

Pedagogical Discussion of the Piece 

Fingering 

There are several concerns involving fingering in this composition. Although the fingering 

provided in this edition is successful in several cases with helping the student solve issues that 

arise, there are some instances in which it is left up to the performer to decide what works best. 

Issues of this type must be faced frequently when playing music in the mainstream repertoire. 

Using shorter, less complicated pieces such as this one, gives the student an opportunity to tackle 

fingering problems in small, manageable doses.  

The first problem involves connecting three legato triads and is presented immediately in the 

first bar. Students may attempt the standard 5-3-1 fingering for a root-position triad in the RH 

while disregarding the slur that is marked. In similar fashion, the LH also has legato chords in 

the opening measure. However, the decision needed here must be suited to inverted chords so 

that the result is also a smooth and connected sound. Playing this piece, even just those opening 

measures, without pedal will demonstrate the need for legato fingering.  

The solution to this problem lies in the use of legato fingering. This is achieved by electing to 

connect the melody in the uppermost voice by using 5-4-3 on its stepwise pitches as shown in 

Example 3-1 below. Haroutounian suggests using a “cling and slide” touch, in which the pianist 

uses a smooth finger transfer as if clinging to the keys while sliding the weight of the arm 
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horizontally.43 Encouraging students to play without pedaling will successfully demonstrate the 

need for this technique. 

Example 3-1: Marcel Landowski, Les fleurs endormies, m. 1. 

 

A similar voicing issue is found in the repeated chords in mm. 4–5 as shown in Example 3-2 

below. Although the editor does provide fingering for the RH, the student is again expected to 

execute smooth triads with the melody in the top voice. The teacher may suggest using 5-3-1, 4 

(substitute 5)-2-1 and end with 4-2-1 at the half-note in the fourth bar. Careful attention should 

always be given to connecting the melodic voice.44 When playing the repetitive fifth measure, 

the fingering is the same until the final beat. There are two options available. The instructor may 

wish for the student to continue to the added eighth-note with a 3-2 on A-C. However, this may 

cause an uncomfortable stretch for a young pianist. The alternative fingering of 2-3 is also a 

possibility as it does allows the top note to be connected. 

 

 

 

 

 

                                                           
43 Joanne Haroutounian, Fourth Finger On Bb: Effective Strategies Teaching Piano, (San Diego: Neil A. Kjos 

Music Company, 2012), 219. 
44 Haroutounian, 437. 
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Example 3-2: Marcel Landowski, Les fleurs endormies, mm. 4–5. 

 

The music of the French Modern composer Maurice Ravel comes to mind when looking for a 

comparable example of this technique in a more difficult piece. He also demonstrates the need 

for a legato melodic voice accompanied by two lower voices within the RH of the first 

movement of his Sonatine. This elegant piece is written in sonata form and also has graceful 

melodies in the RH. Intentional fingering is required to successfully produce the legato line. 

Example 3-3 below shows the first ending which leads to a repeat of the exposition. 

Example 3-3: Ravel, Sonatine, mm. 26–28 with Hinson’s fingering suggestions.

 

In the Sonatine, the RH slur, crossing three measures, begins on the second beat of m. 26. To 

maintain a smoothly connected melodic line the hand must adopt a fingering that includes finger 

substitution. Although Ravel did not specify any fingerings in his compositions, editors, such as 

Maurice Hinson, point the way to possible solutions, as seen in Example 3-3. However, they do 

not completely answer all the fingering questions present. Hinson’s idea of using the third finger 

or 3 

    1 
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to extend the hand’s span works well in this context but fails to address connecting the two notes 

after the downbeat of m. 26: F#-A and C#-G#-E. 45  If the student has a small- to average-sized 

hand, they may experience some difficulty.  Supervised exploration may lead to the student’s 

adoption of a fingering such as 5-2 then 4-2-1, which provides a possible solution when 

combined with the rotation of the arm, allowing the fluidity of the melody to be preserved. 

Fingering complications continue to arise in Les fleurs endormies when the single-note 

melody must be played legato but notes outside the five-finger range are present. The B section 

illustrates this concept in its opening measures as seen in Example 3-4 below. The RH melody 

may be attempted in a B five-finger position. However, playing a fifth finger on the F# does not 

fit the hand very well and pianists generally avoid playing a black key with the thumb or fifth 

finger.46 The following measure ends on G, which is just outside the position’s range. However, 

extending the fifth finger to reach that note will cause a break in the legato line. 

Example 3-4: Marcel Landowski, Les fleurs endormies, mm. 10–12. 

 

The editor suggests using small extensions of the hand position that will assist in successful 

legato fingering. One may begin the fourth beat of m. 10 with the thumb, for example, allowing 

the F# to be comfortably played by the third finger. This idea of moving the hand position works 

in conjunction with the slight lift of the hand needed as this is where the slur ends.  

                                                           
45 Maurice Ravel, Sonatine, ed. Maurice Hinson, (New York: Alfred, 2002), 7.  
46 Ferguson, 77. 
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The teacher may instruct the pupil to experiment with other approaches to fingering in this 

section, offering suggestions to lead them in choosing fingerings that will work best for that 

individual. Some ideas include using a 1-2-3-5 fingering on the second half of m. 11 so that the 

hand may easily adjust to the interval of a sixth between the first and last eighth-note. Similarly, 

playing 1-2-3-5-2-1-2-5 on the measure-long legato phrase in bar 12 will smooth out necessary 

hand position changes. 

Lastly, pianists must adjust their fingering to play an accompanying voice that spans more 

than an octave. In mm. 4–5 shown in Example 3-2, the LH fingering given assists in reaching 

larger intervals with greater ease while maintaining the legato articulation. The use of the thumb 

as a pivot point allows the hand a much larger range.47 Once students learn to use this extended 

fingering technique, it easily translates into more difficult works. 

Pedaling – The Use of The Damper Pedal  

This piece is the first to bring the subject of pedaling into our pedagogical discussion. The 

basic function of the damper pedal is to add fullness and connectivity to notes which cannot be 

held by the individual fingers and to provide color to the sound.48 Although there are no pedal 

markings from Landowski or the editor, the damper pedal is most certainly needed in several 

places to best capture the sound of this Impressionistic piece.  

The pianist will most likely discover a need to use the damper pedal throughout the A 

section, even with the use of legato fingering. As legato slurs are the primary articulation, the use 

of syncopated pedal is the best choice because it ensures that the seamless flow of notes or triads 

is sustained.49 Here the error of depressing the pedal simultaneously with pressing the keys 

                                                           
47 Sandor, 63-64. 
48 Joseph Banowetz, The Pianist’s Guide to Pedaling, (Bloomington, IN: Indiana University Press, 1992), 11. 
49 Ibid, 110. 
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results in a lack of connection between the notes. Granted, there is added fullness to the sonority 

but that is not the only focus of using the pedal in this context. Therefore, students will need to 

practice so that the action between the right foot and the hand is slightly syncopated meaning that 

the foot always depresses the pedal immediately after the fingers strike the keys.50  

One method of teaching this principle is to have students practice this technique while 

playing a known pattern, such as the C major scale or ascending diatonic triads.  Then they 

should play at a slow tempo, preferably a half-note for each note or triad, while intently listening 

for the smooth transition from one note to the next. 51  For some pupils, it may even be helpful to 

have them say, “play-pedal,” while following through with those motions for each note.  This 

promotes the proper coordination of the two functions in context. 

 One should avoid allowing the student to play large portions of the piece with the pedal until 

they can successfully control these technical issues at the fundamental level.52 Inexperienced 

performers often have a sloppy pedaling technique because they may be anxious to continue on 

to another facet of the piece, such as increasing tempo. However, competent pedaling is 

necessary when seeking a successful performance this piece.   

Students may find that using only the given fingering is inadequate for playing legato. This 

highlights the need for syncopated pedaling, of which there are two options in this situation. One 

may elect to pedal according to the harmonic rhythm present in these measures shown in 

Example 3-5 as letter A. This means the pedal should be changed immediately after both quarter-

beats to avoid blurring and then be held through the half-note while the LH plays the staccato 

                                                           
50 Ibid. 
51 Geoffrey Haydon, “Practice Techniques for the Intermediate Student,” in Lyke, Haydon, Rollin ed. Creative 

Piano Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 368, 389-390. 
52 Elvia Puccinelli, “Finding Your Balance: Techniques for Pianists, Their Ensemble Partners and Their Teachers,” 

American Music Teacher (April/May 2010): 13. 
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fourth beat.53 Choosing this route will be most beneficial to the less-experienced students as it 

follows the triad changes and is easier to execute. 

Example 3-5: Marcel Landowski, Les fleurs endormies, m. 1. 

 

The second possibility is to pedal twice per measure at the half-note rhythm, creating a 

synthesis of the two triads on beats 1-2 that result in lovely shimmer of sound. 54  This is 

demonstrated in Example 3-5 as letter B. Connecting those first triads opens up a higher plane of 

sonority that may be appreciated by a more mature performer.55 The first half of m. 3, found 

below in Example 3-6, continues this idea by juxtaposing the half and whole steps B-C, G-A, E-

D sounding against the more consonant intervals of a third and fourth.  

Example 3-6: Marcel Landowski, Les fleurs endormies, m. 3. 

 

Other examples of pedaling with the harmonic rhythm can be found in mm. 4 and 19.  Here 

the RH’s rhythmic structure and the use of triadic pitch collections are similar to mm. 1–2.  Even 

though the LH is more active, the use of syncopated pedaling on the first, second, and third beats 

                                                           
53 Rowland, 119. 
54 These pedalings are also suggested in the companion mm. 16-17. 
55 Banowetz, 16-17 and 75-76. 
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allows the accompanimental eighth-notes to blend in nicely with the RH. The student may find it 

interesting to note how measure seven’s rhythm is a mirror image of mm. 1–2, 4, and 19 and 

therefore can also be pedaled “backwards” with the half-note being first. 

Example 3-7: Marcel Landowski, Les fleurs endormies, mm. 1, 7, 19. 

       

A few questions should be contemplated when studying this work. Should the student pedal 

throughout entire A section? Are there passages in which pedaling would not be particularly 

needed or perhaps prove detrimental? 

The solution to such questions is obvious. For example, the damper pedal is not needed for 

the majority of the B section, found in mm. 10–15, because it would negate the light staccato 

accompaniment in the LH. The RH is solely responsible for the legato phrasing and this is 

accomplished with the help of strategic fingering.  

Measure five offers another pedaling challenge, to which there is more than one correct 

solution. Although similar to m. 4 rhythmically, as seen in Example 3-8 below, the alterations at 

the end of beat four dismiss the possibility of sustaining the pedal for the last half of the bar. This 

is because the stepwise motion at the last eighth-note in both hands clouds the ear when the 

damper pedal is used, producing a “muddy” sound.  Different approaches may be considered 

here. Some teachers may instruct the young pianist to not use the pedal in the second half of the 

bar or to release the pedal at the last quarter-beat. The fingers are allowed to continue the legato 

needed without the aid of the pedal’s fullness.  This method works best for those pupils whose 
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musical ears are not fully developed or those who may not be able to execute quick pedal 

changes because of coordination issues. Another decision could be that one may pedal 

immediately following the quarter beats and then hold the pedal for the dotted note with a release 

at the last eighth. This also has good success but requires the most control.   

Example 3-8: Marcel Landowski, Les fleurs endormies, mm. 5–6. 

 

As the only measure in this section with rests, the sixth bar raises a few questions of its own 

in terms of pedaling. Should one try to pedal the eighth-notes at beats 1-2 and then lift on the 

rests? Should the pedal be limited to the second half of the measure or is pedaling needed at all?  

Put into context, these rests can be considered as a vital variant to the articulation on this first 

page. Observe how Landowski uses staccato in mm. 1–2 to provide contrast amidst the 

established legato. The use of the eighth-rests in m. 6 may be considered similar in function so 

pedaling through the rests would be a mistake.  

In combination with that, the use of the RH half note in the middle voice creates a sense of 

fullness and sustaining sound that may negate the need for the damper pedal. Also, the LH has a 

slur starting at the second half of measure 5 and concluding on the first eighth-note in measure 6. 

If one were to pedal at the fifth eighth-note in measure five, then the sequence in total would be 

pedal-lift-pedal-rest.56  

                                                           
56 Refer to the discussion of m.5 on page 32. 
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One must keep in mind that excessive use of the pedal is a dangerous matter for pianists. 

While the A section is filled with slurs, the pedal must be handled with care so that the musical 

intentions of the composer are not clouded.57 The use of partial or shallow pedals is an possible 

solution to consider. The piece’s tempo is marked andante sans lenteur or, “at a walking speed 

without slowness.” A full depression of the damper pedal in sections with active LH eighth-note 

accompaniments, such as is found in mm. 4–9, creates balance and texture problems.58  Using 

shallow or partial pedals still allows for fullness and connectivity yet does not cloud the texture.  

There are a few points in which the full pedal will be a benefit. The initial bars of the A 

section, with its full-bodied chords in both hands, gain a richer sonority. The final half-note tones 

at the fermata in mm. 9 and 24, as shown in Example 3-9, are brought together with the damper 

pedal allowing the dissonant E-Eb to blend together. Students should keep in mind that these 

suggestions must be carefully tested on the individual instrument. What may work in a practice 

room may not translate to a concert grand in a performance hall. As the musician matures, the 

ultimate, “decision on the pedaling will depend on their own desire for color.”59 

Example 3-9: Marcel Landowski, Les fleurs endormies, mm. 9, 24. 

  

 

 

                                                           
57 Steven Hesla, “Artistic Damper Pedaling: A Master Lesson in Piano Pedal-gogy,” in Lyke, Haydon, Rollin ed. 

Creative Piano Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 366. 
58 Puccinelli, 13. 
59 Banowetz, 17. 
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Use of the Una Corda Pedal 

The una corda pedal is not often used in early training at the instrument, but can be an 

introduction to special effects for an intermediate pupil. As indicated by its name, its function is 

to shift the hammers so that they strike only one of three strings per key, thereby functioning as a 

mute, limiting the amount of sound possible.60 One also finds that this one-string resonance 

creates a different timbre that results in a “mellowness of sound.”61  In Les fleurs endormies this 

pedal can be a helpful tool in creating the extremely soft pp or ppp and enhances the “nodding 

off” effect of the sleeping flowers found in the second half of mm. 9 and 24. 

Phrasing and Articulation 

The shaping of legato phrases is very important in this piece as there is not a measure in 

which this technique is not used. Although the A section begins at the mf dynamic, there are no 

written indications that would influence phrasing until the shift to pp at the ending of m. 9. 

However, this work will lack warmth and expression if no other shaping is implemented. 

Guiding the student in the addition of small crescendos and decrescendos is not a difficult task in 

this work. One can largely follow the ascension and descension of the melody line, such as found 

in mm. 3–4. More musical pupils will be able to implement this with ease once given a 

demonstratation by the teacher. Others may require prompting and possibly penciling in these 

additions. 

Both phrases found in mm. 3–4, found in Example 3-10, and mm. 8–9 offer excellent 

examples of developing a well-shaped musical line. The rise of the RH pitches to their peak 

towards the middle of the phrase aptly points to an increase of volume followed by descending, 

and therefore diminishing, tones finishing at the lowest pitch. One may apply this suggestion to 

                                                           
60 Banowetz, 110. 
61 Ibid. 
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the correlating measures at the end of the piece, mm. 23–24, although only a general decrescendo 

is marked leading to ppp.  

Example 3-10: Marcel Landowski, Les fleurs endormies, mm. 3–4. 

 

Chopin, who is revered for his beautiful, expressive melodies, encouraged his pupils to 

emulate singers.62 As mentioned previously, having students hum or sing the shaping of the 

phrases, guided by the teacher, is often extremely helpful. Rollin relates valuable advice when 

teaching phrasing, “As I literally sang the melody line, I simultaneously played the notes on my 

student’s hand, demonstrating how I used more arm weight as the melody went up and then 

conversely used a subtle diminuendo with decreasing arm weight as the melody resolved in a 

downward motion.”63 

Holding a student responsible to the details of articulation is an important part of continued 

growth as a musician and should be addressed right from the start.64 Landowski often indicates 

phrasing in terms of spanning a complete measure or at most asks for two phrases per measure. 

In both cases, the slurs in both the LH and RH are cleanly broken at the bar line, working in 

tandem with the pedaling scheme. However, the last three to four measures of the A section, and 

its return, present uneven phrasing that may not be detected by the student. Each hand is 

individual in terms of phrase markings. Both hands begin a phrase together on the third beat but 

                                                           
62 Catherine Rollin, “Preparing Students for the Romantic Style of Chopin,” in Lyke, Haydon, Rollin ed. Creative 

Piano Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 262-263. 
63 Ibid. 
64 Christos Tsitsaros, “The Young Pianist Practices,” in Lyke, Haydon, Rollin ed. Creative Piano Teaching 

(Champaign, IL: Stipes Publishing LLC, 2011), 140. 
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do not end at the same time in mm. 7–8 as seen in Example 3-11. The student should practice 

this using hands alone while working to avoid articulating the phrase to match the pedal changes. 

For example, one could continue the legato RH across the bar line of m. 7 even while changing 

the pedal on the downbeat. 

Example 3-11: Marcel Landowski, Les fleurs endormies, mm. 7–9. 

 

The B section, especially mm.10–12, offers an interesting study in articulation. As seen in 

Example 3-12, the continued legato RH melody, whose single voice is a departure from the two 

to three note harmonies in section A, is nicely contrasted by staccato in the LH that helps propel 

the faster tempo. Performing two different articulations simultaneously should be, at this level of 

musicianship, familiar, if not entirely comfortable. 

Example 3-12: Marcel Landowski, Les fleurs endormies, mm. 10–12. 

 

The student should rehearse so that the left hand stays open in the octave position throughout 

the first five measures of the B section. The best approach is to keep the hand relatively still and 
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close to the keys.65 Large leaps of the hand may result in heavy accents or uneven rhythm so 

hopping between the F# octaves is not desirable.  

This advice must be coupled with the understanding that the wrist needs to be relaxed in this 

process. Josef Lhevinne describes this in a simplistic way, “The wrist is the spring or shock 

absorber …. The more spring the less bump: and it is bumps that make for a bad tone on the 

piano.”66 Tension will result in a jerky, percussive accompaniment, frustrating the tempo and 

taking attention away from the RH melody. A relaxed LH wrist also ensures the pianist does not 

use two separate hand motions to reach the lower versus higher F#. Keep the fingers close to the 

keys, lightly springing from the curved fingertips so that the softer mp is achieved. When the RH 

is added, it is unhindered in its melodic goal of legato phrasing at the mf level.  

Tempo Changes 

The A and B sections also bring challenges to the early intermediate performer in terms of 

successfully handling two tempos. The beginning Andante san lenteur changes into the more 

lively and spirited poco piu vivo. While Landowski does give the tempo specification of a 

quarter-note equals 66 in the A section, he leaves it up to the performer to decide the “more 

lively” tempo. Instructors should guard against allowing students to casually approximate 

tempos. The result often finds performers at a pace they are unable to control, especially if they 

feel that speed equals excellence.67  

Consider assigning a specific metronome marking for the faster B section. Once a level of 

competence is reached in the B section, students may be allowed the freedom to choose what 

tempo is most comfortable and expressive to them. It is important for pianists to understand that 

                                                           
65 Mary Wood Chase, Natural Laws in Piano Technic, (Boston: Oliver Ditson Company, 1910), 27. 
66 Lhevinne, 19. 
67 Agay, 32. 
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“there is no limit to speed, if you can play accurately” first. 68 Playing at a fast tempo is a skill 

best developed when the body is operating with minimum stress.69   

In this piece, the composer also provides us with two helpful tools in the area of tempo 

transformations.  The fermata coupled with the end of the legato phrase preceding section B can 

be used to the performer’s advantage. The fermata may be held for approximately twice its 

rhythmic value, which is four beats in this case. The pianist should prepare by listening internally 

for the next, faster tempo while playing the fermata. When ready, the pianist should release the 

keys, as this is the end of the phrase, and move into the new tempo. If the student still struggles 

with anticipating the new speed, perhaps the metronome should be pre-set at the desired tempo 

and the machine started while holding the fermata. After a few practices, one’s internal 

metronome usually kicks in, negating the need for the device. 

The return to Tempo 1 in bar 16, shown in Example 3-13 below, does not offer such a 

convenient solution in terms of speed adjustment. There is a four-measure decrescendo from f to 

p to pp that can be considered a signal of transition but there is no accompanying fermata here or 

ritardando preceding the A section’s return.  

Example 3-13: Marcel Landowski, Les fleurs endormies, mm. 15–16. 

 

                                                           
68 Lhevinne, 34. 
69 Madeline Bruser, The Art of Practicing: A Guide to Making Music from the Heart, (New York: Bell Tower, 

1997), 19. 
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A dangerous argument can be made that the composer placed a fermata at the first tempo 

change, so it would follow that one can be added here also. Additionally, the piece’s form uses 

the B section as a contrast to the initial material, which is followed by the restatement of the A 

section, creating a sense of return of the familiar. There are similar examples from classical 

repertoire in which a pause is added before the return of the A section, such as Haydn’s Sonata in 

A major, first movement and Mozart’s Sonata in C Minor, first movement.70  Adopting this 

perspective does allow the student to approach each new tempo in the same manner. 

Conversely, another argument is that modern composers tend to be more detailed in marking 

their precise instructions in the score.71  This then leads to the belief that an addition such as this 

would be erroneous and not in line with Landowski’s wishes. Perhaps the best solution is to 

blend both concepts. After identify the original tempo, use it to pre-set the metronome. Then 

instruct students to continue playing the B section, then have them  pause as if there were a 

fermata, and turn on the metronome at its conclusion.  After listening to the slower tempo, the 

pupil should resume playing at the return of the A material. This should be repeated as many 

times as necessary for the student to gain a solid understanding of both speeds. The eventual goal 

is to leave out the metronome entirely when the student can hear both speeds internally and 

simply relax the tempo back to Tempo I in the preceding bars. 

Tempo changes are not easy to execute successfully but are found in abundance in piano 

repertoire. The musician should keep in mind that “tempo is the attempt to do the impossible 

with time.”72 While the suggestions given here will prove informative when studying more 

complex pieces, the pianist will find a small amount of elasticity is necessary in this process.  

                                                           
70 Drake, 250-251.  
71 Ferguson, 85. 
72 Drake, 250-251. 
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Dynamics 

The piece is designed so that dynamic shifts accompany the sectional changes as well as 

pointing the way to the final conclusion. While there are fermatas at the end of the A section in 

m. 9 and at the final measure, their rhythmic functions are combined with the dynamic changes 

to direct attention to the upcoming section or to signal the end of the piece. There is a drop in 

volume from the indicated mf starting in m.1 to the pp at the first fermata, which concludes the 

opening section.  Landowski chooses to wait until the very last moment to change the dynamics 

in this opening section, setting the arrival of the very quiet pp to also coincide with the dissonant 

half-steps Eb-E. This whisper-like effect helps the dramatic close of the section and is repeated at 

the piece’s ending with a few alterations. The return of section A also begins with ppp and stays 

relatively quiet, never returning to the original mf volume.73 The last four bars drop to pp and 

diminish in sound until the final ppp is reached.  

Section B has a wider range of dynamics, starting with mf and then rising to a robust f before 

beginning a decline that leads back to pp, preparing for the ppp at the Tempo I°. Instructing the 

inexperienced performer to simply “get softer” at the decrescendo may produce less than stellar 

results. One might consider inserting a progression of dynamic levels in mm. 12–15 to give the 

student concrete goals to reach in terms of volume. Example 3-14 offers an illustration of this 

idea. 

 

 

 

 

 

 

 

 

                                                           
73 It only reaches mp at its height in m. 20 
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Example 3-14: Marcel Landowski, Les fleurs endormies, With dynamic markings: m. 12 f, m. 13 

mf, m. 14 mp, m. 15 p. 

 

For What Students Would This Piece Be Appropriate? 

Landowski provides the teacher with a miniature in the Impressionistic style. The beauty of 

this work lies in its simplicity and clarity. The key signature of E Minor will be familiar to those 

learning the relative minor relationship to the major keys. The additional accidentals that 

accompany the key signature remind the pupil of the composer’s prerogative to add in the 

unexpected. Phrases are short and articulation brings variety but not overwhelmingly so. While 

there are many opportunities to address issues such as pedaling, fingering and large dynamic 

contrasts this selection is well within the grasp of an early intermediate student with three to five 

years of training.  
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CHAPTER 5 

A LA MANIERE...D’UN VIOLON BY RAYMOND LOUCHEUR 

Discussion of the Piece 

This piece places the piano in the role of imitator. The piano’s wide range, pedaling ability, 

and the use of prepared piano techniques are well-suited to this function. Throughout music 

history, the piano has been known to take on various roles such as mimicking the voice, various 

orchestral instruments, the horn calls sounded for hunting in the English countryside, and even 

percussive instruments. Just as important is the instrument’s ability to handle contrapuntal and 

dense texture creating an orchestral effect.  

The works of J.S. Bach, Chopin and Messiaen offer examples of the piano acting as imitator. 

Chopin’s Nocturne in B, Op. 32, No. 1 mimics a bel canto singer with the song-like RH melody 

supported by an accompanimental LH. The RH has many ornamental notes and even includes a 

measure of a “vocal” solo in which the LH has a rest with a fermata while the RH has a small 

cadenza. Bach’s Capriccio on the Departure of a Beloved Brother is programmatic and features 

a section with a fugue based on the postilion’s horn-call. The fugue is built around the recurring 

interval of a fifth, which is meant to imitate the horn. 74  Olivier Messiaen, a French twentieth-

century composer, composed a set of seven books entitled Catalogue d’oiseaux. These pieces are 

based on bird-calls that the composer collected when traveling in France.  Book 1, for example, 

represents the calls of the Alpine Clough, Golden Oriole and the Blue Rock Thrush.

                                                           
74 For further discussion, refer to Leonard Ratner’s book, Classic Music: Expression, Form and Style, (New York: 

Schirmer Books, 1980). 



 

 

 
 

50 

As indicated by the title of Loucheur’s work, the composition imitates the violin.75 That 

instrument’s four strings are traditionally tuned a perfect fifth apart. The composer uses this 

interval frequently, along with its inversion, the fourth juxtaposed with the minor second. The 

first two measures, shown in Example 4-1, and the fourth measure present the notes G-D and A-

E, which not only are two perfect fifths, but also represent the lower and upper pairs of open 

strings on the violin.  

 Another illustration of Loucheur’s juxtaposition of the previously mentioned intervals is 

found in mm. 27–29, also shown in Example 4-1. Here the LH’s two intervals of a perfect fourth, 

G-C and E-A, coincide with the RH’s sixth interval which then moves a half-step to a perfect 

fifth, F#-D and G-D.  Present are the perfect fifth with its inversion, the perfect fourth, and the 

inclusion of the minor second at the point of resolution. 

Example 4-1: Raymond Loucheur, A la maniere…d’un violon, mm. 1–2 and mm. 27–29 

downbeat. 

     

The rolled chords of the RH at mm. 42–45 and 47–49, shown above, are also idiomatic of the 

violin. The use of the intervals of a perfect fourth, E-A, and perfect fifth, A up to E, again reflect 

the two uppermost open strings. An interesting correlation here is that the arpeggiated harmony 

chosen in mm. 42–43 is easily translated to the violin through the open A and E strings. From a 

violinist’s perspective, even the beginning six bars could be played on that instrument by using 

the double-stop technique of bowing two strings at a time. 

                                                           
75  As I am also a violinist, the composer’s ambition to imitate the violin at the piano is what initially drew my 

attention to this work.  
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Example 4-2: Raymond Loucheur, A la maniere…d’un violon, mm. 42–45. 

 

This work features statements of thematic material or sequences that are chromatically 

altered. The piece begins with motion propelled by half-steps in both hands, as shown in the 

score excerpt below. It features the recurring G-G#-A-Ab-G ascending pitches over a tied D, 

whereas the RH half-step motion is spread across several measures. 

Example 4-3: Raymond Loucheur, A la maniere…d’un violon, mm. 1–5. 

 

Loucheur returns to this thematic idea by using transpositions and inversions of the three-

half-step patterns in mm. 41–44, leading to a flourish of half-steps at the downbeat of m. 45.  

Using the LH’s chromatically ascending pitches in the first measure seen in Example 4-3 as a 

motive, notice that the pattern is turned upside-down in m. 41, so that instead of ascending the 

notes descend. This is shown in Example 4-4.  The motive is also transposed, beginning a minor 

third above the initial G in m. 1. The final four measures of the work again focus on the motive 

beginning in the RH, as shown below. Measure 59 moves the motive to the LH and then the final 
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Eb leads to a downward resolution to D in m. 60. The composer connects the first and last 

measures of the piece with the LH’s open fifth statement of G-D. 

Example 4-4: Raymond Loucheur, A la maniere…d’un violon, mm. 41–44. 

 

Example 4-5: Raymond Loucheur, A la maniere…d’un violon, mm. 57–60. 

 

The LH shows other cases where chromatic movement is of high importance. Notice how the 

lowest voice outlines a sequence of half and whole steps, G-Ab-A-Bb-C, in m. 12 through the 

downbeat of m. 14. This pattern, shown in Example 4-6, is then repeated almost exactly as a 

transposition, beginning a half-step higher at m. 19. 

Example 4-6: Raymond Loucheur, A la maniere…d’un violon, mm. 12–14, 19–21. 
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Meanwhile, the RH upper notes in these same bars reveal a complementary half-step motion 

then finishes the musical statement with intervals of a perfect fourth. Lastly, the RH begins a 

chromatic sequence in mm. 37–41 which features six half-steps with the upper voice descending 

through D-C#-C-B-A#-A-G#. 

Students will find that identifying and successfully handling sequences that are altered by 

transposition are skills also needed in more advanced pieces such as Debussy’s “Feux d’artifice,” 

or “Fireworks,” from his second book of Préludes. The two upper staves in Example 4-7 

introduce a sequence that is manipulated by neighboring intervals of a second. In this case, the 

changing upper voices are indicated with an up-stem while the repeating inner voices are 

stemmed down. Notice how the notes in the second staff repeat the notes from the upper staff an 

octave lower. In the first two bars, the sequence moves in half-steps with the upper voice moving 

down a minor second, C#-B#, and then up a minor second, C#-D, but in the following two bars 

the composer transposes the passage. Beginning a fourth higher at F#, m. 59 initiates a whole-

step motion, moving down a major second, F#-E, and then up a major second, G#-F#. So not 

only is there transposition of the pitches but also an enlargement of the original half-step interval. 
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Example 4-7: Claude Debussy, Fireworks, mm. 57–60. 

 

Pedagogical Discussion of the Piece 

Repeated Notes 

Repeated sixteenth-notes are a featured rhythmic motive in this work. The function of these 

notes alternates between an accompanimental role and a melodic role. It is important for the 

student to understand the difference between these two primary roles as well as how to 

implement the techniques required for each.  
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Utilizing the LH repeated notes in the accompanimental role is found in the upbeat to mm. 

10–13 where the RH’s upper voice clearly provides the melody.76 The composer’s initial 

alternation of RH and LH entrances in mm. 10–11 provides interest and variety to the 

performance but the pianist must keep the melody versus accompaniment identifiable to the 

listener. Loucheur continues that idea but layers the textures into a balance between the hands 

beginning in m. 12 as shown in Example 4-8 below. 

Example 4-8: Raymond Loucheur, A la maniere…d’un violon, mm. 10–13. 

 

When addressing the student, another priority is to explain the value of the repeated notes 

and patterns as an anchor in rhythmic stability. Composers from earlier eras such as the Classical 

and Baroque periods often used this compositional device to help push the rhythmic momentum 

forward and this piece is written in a similar fashion. For example, the first movement of 

Mozart’s Sonata in C, K. 545 has a steady Alberti Bass using eighth-note rhythms in the LH to 

support the RH’s melody in mm. 1–4.77  In a contemporary example, the ever-present sixteenth 

rhythms found in the “Toccata” from Tombeau de Couperin by Maurice Ravel also function 

similarly to those in Loucheur’s piece (Example 4-9).  The benefit of having a solo with a “built-

in” metronome should be pointed out from the start of the learning process. No matter how good 

the balance, it has little meaning without the proper pulse. 

 

                                                           
76  These functions are also found in the upbeat to m. 17 through m. 22. 
77 W.A. Mozart, Sonata in C Major, K. 545 (Vienna: Wiener Urtext Edition, 2003). 
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Example 4-9: Maurice Ravel, “Toccata” from Tombeau de Couperin, mm. 11–15. 

 

One should encourage the pupil to begin this section, starting at m. 10, with the metronome, 

subdividing into the eighth-note count. There are several valid ways to assist with this process if 

there is a struggle in maintaining a steady pulse. For example, have the student act as a “human 

metronome” by clapping and/or speaking aloud the eighth-notes while the teacher plays the 

rhythm indicated. Once accomplished, teacher and student may switch places so that the student 

taps out one, then both hands’ rhythm while the instructor continues in place of the metronome, 

eventually having the student perform both the rhythm and counting aloud.78 This is sometimes 

more beneficial than sending the pupil out to the practice room with a metronome. Left alone, 

some students get very frustrated using the inflexible device whereas a live human being can 

stop and start quickly as well as give helpful feedback.   

When students are able to effectively tap a steady beat while observing all that is notated 

rhythmically for both hands, then they are ready to move on to balance issues. The learning 

student should be aware that the LH’s eighth-notes in mm. 12–14, found in Example 4-6, and 

other similar passages are a different voice and should be balanced accordingly. One may want 

                                                           
78 Joan Last, The Young Pianist: An Approach For Teachers and Students, Second Edition (New York: Oxford 

University Press, 1992), 64. 



 

 

 
 

57 

to point out the longer note value of the LH eighth-notes in relation to the surrounding rhythms. 

The difference in stemming also leads the student to understand the two different functions 

within the same hand.   

Hands-alone practice is invaluable in these situations. The teacher may instruct the pupil to 

heed the advice of pianist Josef Lhevinne, “Practice your left hand as though you had no right 

hand and had to get everything from the left hand.”79 Have the student listen carefully while the 

teacher demonstrates the unfolding of the LH chromatic sequence as a counterpoint to the RH’s 

eighth-notes. Initial practice of these two voices alone assists the ear in clearly identifying the 

melodic notes and avoids the distraction of the rhythmically busier but accompanying sixteenth-

notes.  

Fingering 

To keep the LH repeated notes quieter than the eighth-notes, one may consider the technique 

of alternating fingers. Although the composer and editor do not comment on this idea, it is a 

standard technique when addressing repeated notes, especially when they are located in the 

middle, and therefore a very resonant, part of the keyboard.80 This technique is demonstrated in 

Example 4-10 and can be applied in several instances throughout the work, such as mm. 10–11, 

17–18, 31, 46. 

Example 4-10: Raymond Loucheur, A la maniere…d’un violon, mm. 10–11 With Added 

Alternate Fingering. 

 

                                                           
79 Lhevinne, 35. 
80 Ferguson, 79. 
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The LH plays a single repeated note which then opens to the interval of a fifth. The use of 1-

2-3 on those notes involves the stronger fingers of the hand but may cause an awkward jump to 

the fifth interval. From a perspective of continuity, 2-3-4 would also work so that the fifth finger 

would be in place to start the second beat. Lastly, the instructor may choose a 3-4-5 fingering, 

which does involve the weaker fingers but places the hand in position to accommodate the open 

fifth without a leaping of the hand. The adoption of fingering such as these will allow for 

consistency on this oft-repeated musical idea as well as better volume control. 

In the passages beginning at m. 12 and m. 19, one may also consider the use of a 2-1-2-1 

finger alternation. This keeps the thumb from becoming too heavy and therefore percussive 

because of its repetitive downward stroke when paired with the chromatic eighth notes found in 

Example 4-11. When using these fingerings, impress upon the student the importance of keeping 

the fingers close to the keyboard in a curved position.81 

Example 4-11: Raymond Loucheur, A la maniere…d’un violon, mm. 19–20 with added alternate 

fingering. 

 

The RH’s sixteenth-note at the end of the beat in these same passages is to be heard as 

leading to the following eighth-note at the downbeat of the next measure. This, along with 

coordinating the LH’s last sixteenth with the final sixteenth of the RH, will help discourage the 

tendency for the performer to accent that sixteenth.82 While verbal directives are sometimes all 

                                                           
81 Last, 93-94. 
82 Haroutounian, 147-148. 



 

 

 
 

59 

that is needed, it is also helps the student to internalize the rhythm by having them listen to the 

correct rhythm and repeat it back.   

The final outcome of these passages should be a clear layering of textures resulting in the 

easily heard counterpoint at the eighth-note accompanied by the rhythmically active sixteenths. 

Training a student to successfully balance these issues takes time and patience, but it is a needed 

technique throughout varying pianistic styles. If young musicians are willing to pace themselves 

and work methodically at a slow tempo, at least initially, this valuable skill can be used in many 

pieces they will study later.  

Beginning in m. 23, the function of the repeated sixteenth-notes becomes part of the melodic 

fabric. In contrast to the previous section, each hand plays an interval of a fourth, fifth, or sixth 

symbolizing the violin’s upper and lower pairs of strings struck together.83 The composer intends 

the pianist to execute round, full tones from these interval pairs. Even though the sixteenths are 

accented, they are not marked staccato indicating a shortening of the sound. As seen in Example 

4-12, both hands are now equal in their dynamic goal of recreating the violin’s double stops at 

full volume. Given the combination of the f dynamic marking and the accents on all the 

sixteenth-notes, the technique required here is a great departure from the previous discussions. 

When playing these accents, each hand should sink into the bottom of the key bed using a full 

arm drop, landing directly on the keys via the curved fingertips.84 Pianist Josef Lhevinne 

suggests that one imagine that they are, “playing upon the (piano) wires, ringing them with soft 

felt-covered hammers and not with hard metal bars.”85 Slightly leaning the upper torso forward 

                                                           
83  Whether or not Loucheur seeks to recreate pizzicato or the use of the bow with these double stops is left up to the 

performer’s imagination. 
84 Karen Ann Krieger and James Lyke, “Technical Development for the Young Pianist,” in Lyke, Haydon, Rollin 

ed. Creative Piano Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 112. 
85 Lhevinne, 21. 
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as an aid to push the hands off the keys is also helpful and can assist one in gaining a larger 

sound. 

Example 4-12: Raymond Loucheur, A la maniere…d’un violon, mm. 23–26. 

 

The creation of such a vibrant sound is also aided when the first joint of each finger is always 

firm, never collapsed. 86 Students who are still deficient in this area of training can practice 

numerous small exercises, easily accessible in fundamental teaching methods such as Czerny’s 

160 Eight Measure Exercises Op. 821, No. 1 and Hanon’s first exercise in the Virtuoso Pianist.87 

Another idea is to have pupils rehearse by tapping on a flat surface with individual fingers as 

well as a variety of finger combinations. The goal is to pay close attention to the curvature of the 

fingers, relaxed wrists, and the pressure on the first joint of each finger. However, the aspiring 

pianist’s greatest growth of sound is realized through careful listening to oneself. As 

Kochevitsky states, “Visual perception without inner conception is of little help.”88 

In this passage, shown in Example 4-12, it becomes desirable to use the same fingers for 

repeated notes, as our goal is to create bold slashes of sound. When the RH plays intervals of a 

sixth throughout mm. 23–26, continued use of the first and fifth fingers is permissible. The LH 

may also adopt the same fingering for the intervals of a fifth and sixth but may consider using the 

first and fourth fingers on mm. 23–24 at the interval of an augmented fourth. 

                                                           
86 Krieger, 101-102. 
87 Bastien, 249. 
88 George Kochevitsky, The Art of Piano Playing: A Scientific Approach (Miami, FL: Summy-Birchard Music, 

1967), 38. 
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Arpeggiated Chords 

Another technique that is addressed in this piece is the use of the rolled chord, found in mm. 

41–45. For a violinist, a rolled chord, or arpeggiation, calls for a single bow stroke, angled by 

movement of the bow arm so that two or more string sound in quick succession. Translating this 

to the piano means the RH rolled intervals of a fourth with combined intervals up to an octave 

need to be played so that all arpeggiated pitches are struck within the first and fourth sixteenths 

of the sextuplet. To gain this speed and clarity of sound, the RH must play with a relaxed wrist 

and forearm rotating from left to right in a single motion as if turning a doorknob.89 Using this 

analogy often helps the student visualize and practice with a smooth motion of the hand which 

results in additional speed and accuracy. 

Example 4-13: Raymond Loucheur, A la maniere…d’un violon, mm. 41–45 downbeat. 

 

The rolled intervals between the hands in mm. 47–49 (downbeat) utilize this technique but 

now require both hands. Combining their efforts, each hand creates an overarching rotation, 

rolling from left to right. The listener then hears one long arpeggiation as if one hand, or bow, 

was playing. Notice in Example 4-14 how mm. 41–49 create an aural picture of the violinist 

beginning with two strings, quickly adding the third string and finally all four strings are present 

in the arpeggiation. Now Loucheur has developed the idea of double stops to its fullest extent in 

a manner idiomatic of the violin. 

 

                                                           
89 Kreiger, 111. 
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Example 4-14: Raymond Loucheur, A la maniere…d’un violon, m. 41 as two strings, m. 42 as 

three strings, and m. 48 as four strings. 

       

For What Students Would This Piece Be Appropriate? 

This piece is appropriate for an upper-intermediate student. Pupils at this level will have 

already encountered some balancing issues between the hands. They will most likely have 

experience with chromaticism from previous pieces and have also addressed the idea of 

alternating fingering. The use of basic intervals such as the perfect fourth, perfect fifth and the 

intervals of a half and whole step, M2 and m2, creates a comfortable reach for the hand. The 

range of this piece covers the middle to upper registers of the piano encompassing about two and 

a half octaves in total. As a result, the student is not required to play in the lower registers or to 

read the bass clef. Lastly, there is no pedal indicated by the composer and the most complicated 

rhythm of the piece is the sextuplet. Although this piece is longer in length than the upcoming 

Babar selection, the skill level required here makes it accessible to a less advanced student.  
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CHAPTER 6 

 

L’HISTOIRE DE BABAR (LE PETITE ÉLÉPHANT) BY FRANCIS POULENC 

 

Discussion of the Piece 

The story of Babar originates from a French children’s book of the same title by author Jean 

de Brunhoff. The plot centers on the little elephant, Babar, who is orphaned after his mother is 

killed by a hunter. To avoid capture, the baby elephant runs away through the forest until he 

reaches a town. There he meets a rich old lady who takes him under her wing and eases him into 

human society by buying him fancy clothes and teaching him manners. The story ends with him 

returning to his elephant friends and family, getting married, and becoming their king.90 

This piece is an excerpt from a much longer work of the same title for narrator and piano by 

Poulenc with text by Jean de Brunhoff. In its original state, the complete piano solo and narration 

is thirty-one pages long, equaling about twenty-two minutes when performed. The chosen 

musical excerpt of our discussion is a stylized waltz that breaks into the story after the old lady 

befriends Babar and gives him money to buy clothes to which he replies, “Thank you, 

Madam.”91 

Poulenc sets the piece in Ab major with a strong tonic chord present in the first and final 

measures. Each section ends on the tonic or dominant seventh chord. The waltz bass is prevalent 

throughout the piece. The composition features a returning theme that is contrasted by new

                                                           
90 Francis Poulenc, Jean de Brunhoff, L’histoire de Babar le petit elephant (London: Chester Music Ltd., 2001), 5. 
91 Ibid, 5. 
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material. The theme returns twice with alterations in the supporting accompaniment, as outlined 

below.   

A=mm. 1–6 downbeat B=mm. 7 (with pick-up)–10, Aˡ=mm. 11–14, C=mm. 15–24 

Aˡ= mm.25–28 

Pedagogical Discussion of the Piece 

This work borrows from the Romantic era character piece in which a short, instrumental solo 

is intended to convey a story or mood.92 Poulenc enhances the experience with the inclusion of 

the actual story being narrated and intertwined with the music. The regular use of the low bass 

voice on the downbeat of most measures and the selection of the moderate tempo is possibly 

characterizing the unhurried walk of the large elephant.  

The solo also features a variety of registers and ranges. The left hand borrows the standard 

Chopin accompaniment style in that the measure typically begins with a low octave single note 

followed by inverted triads in a higher range. By studying and practicing the left hand alone, 

students can identify the triads in each bar, understand the chord structure, and secure the 

placement of the hand.93 Being able to anticipate and form the hand while it is in transit to the 

new position is vital to successfully moving the arm across large spaces.  Measure one, for 

example, is focused on a single collection of notes, all pointing to the Ab major triad (Example 

5-1). This approach draws the pupil’s attention away from the intimidating ledger lines and 

towards the recognizable chord and its inversion, which will help the continuity of the LH. 94 

 

 

                                                           
92 Stewart Gordon, A History of Keyboard Literature (Belmont, CA: Schirmer, 1996), 198-199. 
93 Haroutonunian, 146. 
94 Kochevitsky, 42. 
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Example 5-1: Francis Poulenc, L’histoire de Babar, m. 1. 

 

L’histoire de Babar continues the student’s growth from Les fleurs endormies in which the 

leaping of the hand was used to some extent in the B section. Now this skill is needed in virtually 

every measure. The use of forearm rotation in a lateral arc, along with a relaxed upper arm, keeps 

fingers from painful stretches when reaching for the octave-plus range essential for the left 

hand.95 Again, the relaxation of the wrist is vital along with the technique of springing from the 

rounded fingertips. 

The biggest difference in this work is that the left hand’s motion is almost completely based 

on the lateral use of the forearm, using the elbow as a fulcrum. In fact, one may consider having 

pianists mimic playing the LH over the keyboard, moving from a low range to the middle of the 

instrument. If needed, they may put the RH’s pointer finger into the left elbow to identify the 

range of motion as beginning at that point. 

Secondly, one could show the student how to drop the weight of the left arm into an arbitrary 

key in the lower register and then glide over to the middle register, landing with a soft brush of 

the hand when playing the chord.96 Allow the pupil to experiment with this concept several times 

until there is no ‘bump’ when moving between the upper and lower range.  

Although the LH is very mobile, its primary function is accompanimental.  It may be 

necessary to review balancing techniques. For instance, the technique of ghosting, also called 

                                                           
95 Kreiger, 111. 
96 Haroutounian, 214. 
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shadow practicing, allows the hand to play with an extremely light touch to the point of not 

actually striking the key loud enough for a tone to sound, while the student listens for the RH 

melody notes.97 The RH should dig into the key bed while maintaining firm pressure from the 

fingertips as if one is pushing away from the instrument.98 

The right hand is also required in many places to move across a wide range of notes in a 

small amount of time. These ascending arpeggiated sweeps mark the middle and end points of 

the piece. Poulenc uses an inverted Ab major triad played across three octaves as a brilliant 

splash of color before moving into the new melodic material. An example of this, found in 

Example 5-2, immediately preceding a change of volume from pp in m.13 to f in m. 15 as well as 

a change of articulation in the new section. This includes flowing slurs to the heavily accented 

chromatic RH pitches again in m. 15. 

Example 5-2: Francis Poulenc, L’histoire de Babar, mm. 14–15. 

 

The piece ends in m. 28 with a similar arch to the upper registers with another Ab major 

triad. However, the composer adds Fb, G, and Cb right before the final chord. One may notice 

that Fb, Cb and G are functioning as chromatic neighboring tones to the major triad.  As the final 

eighth-note does release the tension created by the half steps with a return to the Ab major triad 

                                                           
97 James Lyke, “Modes of Instruction: Private, Group or Both?,” in Lyke, Haydon, Rollin ed. Creative Piano 

Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 244 
98 Haroutounian, 218. 
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perhaps Poulenc’s intentions were to give a little variety instead of simply ending the expected 

way. 

Example 5-3: Francis Poulenc, L’histoire de Babar, m. 28. 

 

When tackling these arpeggiated measures, it may be best to divide the triad between the 

hands, as speed is critical. In m. 14, found in Example 5-2 above, the LH may take on the Eb-C-

higher Eb while the RH takes on the Ab-C-Eb-higher Ab. As marked in the score, the LH will 

then cross over the RH to reach the top-most voices of Eb-Ab.  In m. 28 each hand can divide 

into four notes each, but both hands will move up to play the final Ab triad. As each arpeggio 

must be completed at beat two, some teachers may have the student begin at the second half of 

beat one. 

Having relaxed wrists and rotation of the forearms is a necessity in these RH examples as 

well as the previous examples discussed concerning the LH.  Pianists can use the rocking from 

side to side, “doorknob,” rotation so that each hand executes one motion to play the notes.99 

Kochevitsky provides additional insight: “Inward perception of tonal distance dictates the exact 

dimension of lateral movement of the arm toward the proper key.”100 Once the repeated use of 

the Ab triad is a known quantity, students should be encouraged to anticipate the intervals that 

build the chord as a way to engender speed.101   

                                                           
99 Krieger, 111. 
100 Kochevitsky, 33.   
101 Haroutounian, 146. 
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Modern Harmonies/Chromaticism 

The use of modern harmonies and colors is part of the enjoyment of studying music from this 

era. Poulenc’s piece gives examples of brilliant chromaticism combined with accented notes 

such as is found in mm. 15 and 18 shown below. In each bar there is a dramatic flourish of the 

RH descending to bass Cb with each note marked by an accent. These are also the only bars in 

the piece specifically marked f and they certainly signify a change of mood as well as volume. 

While each measure moves down by half-steps, it is of interest to point out that the interval 

separating the two bars is also a descending half step as m. 15 begins on Bb and m. 18 begins on 

A. Perhaps this section is best understood as Babar having a flashback to the traumatic event of 

his mother’s death.  

Example 5-4: Francis Poulenc, L’histoire de Babar, mm. 15, 18. 

 

The score suggests disregarding the usual chromatic scale fingering, with a single third finger 

marked on each note. This allows for the separation and accent of these notes. Here one might 

encourage the student to brace the third finger with the thumb. This provides extra support and a 

downward thrust resulting in rich tones.102  Combine these efforts with dropping the weight of 

the forearm and upper arm onto the key surface with a downward motion and the resultant sound 

will be strong and bold without uncomfortable strain.103 

                                                           
102 Kreiger, 101. 
103 Haroutounian, 215. 



 

 

 
 

69 

A beautifully handled sequence of descending chromaticism is also found earlier in the piece 

at mm. 7–8.104Again played by the RH, Poulenc now begins extremely high in the treble register 

working in half-steps moving down from Bb-Eb. See Example 5-5. His choice of the enharmonic 

Bbb instead of A and later Fb instead of E may visually obscure the chromatic motion in the 

score, but the half-step pattern is still clearly heard. Accents are not required in this excerpt and 

the score shows no dynamic change from the opening p marking.  

Example 5-5: Francis Poulenc, L’histoire de Babar, mm. 7–8. 

 

 In conjunction with the previous passage, the LH has beautiful harmonies in the following 

mm. 9–10 that are also propelled by the half-step relationship. With the hand consistently 

spanning the minor-seventh interval of Eb-Db, the inner voice moves chromatically from G-Ab-

Bbb.  Note also that the interval between the LH inner voice and the RH dotted eighth-note 

always equals a minor third.  

Example 5-6: Francis Poulenc, L’histoire de Babar, mm. 9–10. 

 

 

                                                           
104 Although the following measure (m. 9) does feature continued half steps, they are not all descending. 



 

 

 
 

70 

Complex Rhythms    

Complex rhythms are prevalent throughout this piano work. Even from the beginning, dotted 

and double-dotted-tied notes followed by thirty-second rhythms appear often and require that the 

student consistently subdivide the beat.  To achieve the best results, there must always be a 

precise number of notes in the RH played in relationship to the accompaniment in the LH.105  

In Example 5-7, this sort of intricacy is found in mm. 1–4.  Beginning in m. 2, each bar 

presents a quarter-beat tied to a double-dotted eighth-note beginning at the second beat.106 Every 

dotted eighth-note is followed by one or two thirty-second notes. The downbeat of each bar also 

contains another dotted eighth followed by thirty-second notes but no ties are present. The 

piece’s opening measure does contain the previously mentioned tied rhythmic figure as well as 

an additional dotted eighth followed by thirty-second notes. However, they are presented in a 

different order, with the tied notes being on the downbeat.  

Example 5-7: Francis Poulenc, L’histoire de Babar, mm. 1–4. 

 

                                                           
105 Rollin, 273. 
106 Mm. 11-13 contain similar rhythmic figures. 

   1 e + a  2 e +   a       3 e +  a            1 e +   a      2 e + a  3 e + a         1 e + a    2 e + a   3 e + a 

 

1 e + a      2 e + a   3 e + a 
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It is challenging for students to keep a steady tempo while incorporating complicated 

rhythms because they initially seem to go against the basic pulse.107 However, a steady quarter 

beat accompaniment is provided in the LH. Pupils should also listen for the LH’s entrances on 

the beat while the RH is continuing to hold tied notes.  The pianist must first hear the constant 

three beats of the measure before being able to hear the smaller increments required.  

When tackling the correct rhythmic placement of the thirty-second notes, one may begin the 

process by practicing the RH alone and counting aloud in sixteenths with the help of the 

metronome. When each quarter is divided into four parts, it is easier to hear two thirty-second 

notes as being placed on the fourth sixteenth. When there is a double-dotted eighth-note followed 

by one thirty-second note, the placement of the thirty-second note is immediately after the fourth 

sixteenth-note division. Students may initially find it helpful to break the tie in an effort to feel 

the quarter beat. This rhythm is notated in Example 5-7.  Unfortunate habits, such as 

approximating where these small rhythmic divisions are placed, are extremely detrimental and 

result in a poor performance. 

More rhythmic issues are found in m. 17. Immediately one can point out the low F# octave 

that lasts for the measure’s entirety. However, the C# of the RH is marked to be two beats in 

duration but there is no rest following for the third beat. Then, there are thirty-second notes that 

appear to be functioning as downbeats. Upon closer examination, it becomes clear that the 

double-dotted eighth-rest above the RH C# is meant to link up with the down-stemmed F# and 

its higher octave in the treble clef. As seen in Example 5-8 below, the correct interpretation here 

is to count the thirty-second notes as the final subdivision of the first and second quarter beats 

                                                           
107 Catherine Rollin, “Jazz Style for the Traditional Piano Teacher,” in Lyke, Haydon, Rollin ed. Creative Piano 

Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 176. 
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while the following eighth-notes, double-dotted at beat 2, are being counted as initiating the 

second and third beats. The bar closes with only the low F#s still sounding. 

Example 5-8: Francis Poulenc, L’histoire de Babar, m. 17 with rhythm marked. 

 

Performance of this measure is perhaps best understood when the thirty-second notes are 

allowed to function similar to a grace note. Stewart Gordon comments, “The function of an 

embellishment is to connect notes. Embellishments…take their value from the note following the 

embellishment rather than the preceding one.”108 Because the note values in this context are so 

small, pianists can have more rhythmic accuracy if they hear the thirty-second note as sounding 

immediately before the following downbeat. Adopting this application does not negate the need 

for subdivision when counting but does encourage pupils to think in terms of using one motion 

for this figure, akin to the execution of a grace note, instead of two beats in succession. 

Poulenc does not limit rhythmic difficulties to the dotted and tied notes only. One also finds 

triplets and sextuplets in the space of an eighth-note or quarter-note at Example 5-9. The context 

of mm. 7–8 brings the subject of RH sextuplets to the forefront. While sextuplet rhythms can be 

problematic, they are made more difficult here by the addition of dotted sixteenth-rests. The 

student must first identify the location of the three quarter beats, aided by the LH’s steady 

                                                           
108 Stewart Gordon, “From Diruta to C.P.E. Bach,” in The Well-Tempered Keyboard Teacher, Second Edition (New 

York: Schirmer Books, 2000), 276. 
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accompaniment. Without that foundation, the more complex material will not be clearly 

understood. 

Example 5-9: Francis Poulenc, L’histoire de Babar, mm. 7–8.

 

Both bars have an eighth-note or quarter-note at the beginning of each beat, which helps 

visual organization. The sextuplet falls on the second half of the first and third beat. The eighth-

note at the beginning of the measure should be subdivided into sixteenths and counted as ‘1-e’ 

with the sextuplet following. The dotted sixteenth-rest that begins the sextuplet equals one and a 

half sixteenths so one may count that ‘& a.’ As the dotted rest does not complete the final 

sixteenth, the thirty-second notes at the end of the sextuplet occur at exactly halfway through the 

sixteenth’s rhythmic value. Aurally, the sextuplets sound like a grace note figure before the 

downbeat as the score requires the student to perform these rhythms either on or immediately 

after the final sixteenth of the measure. 

While measure nine, shown in Example 5-6, found on page 61, is rhythmically easier than 

the previous two bars of our discussion, the full context of this line can be challenging. It is plain 

to see that the dotted eighth-notes in the present bar carries the weight of three sixteenth-notes 

with the thirty-second triplet occurring exactly on the subdivided fourth sixteenth. However, this 

can be a stumbling block when linked with mm. 7–8 as their thirty-second notes, functioning as 

part of the sextuplet, are occurring after the fourth sixteenth. This requires careful practicing of 

the two distinct rhythmic patterns while counting in sixteenths. Here the student should guard 
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against counting only larger rhythmic values such as the quarter note as it will most likely result 

in an unsure and inaccurate entrance of the sextuplet and triplet.109 

A final look at sextuplet rhythms in this work leads us to m. 15 in Example 5-10. It features a 

complete sextuplet at beat three, which can be subdivided into a triplet at each eighth note.110 

The second beat also has a sextuplet but it is somewhat clouded by the tied note at its beginning.  

Some teachers suggest having students initially disregard the tied notes and play them until the 

basic rhythm is understood.111   

Often students are greatly helped by assigning words whose syllables match the complicated 

rhythms.112 This approach fosters a sense of grouping as a primary building block.113 For 

example, one might practice saying or thinking ‘blue-ber-ry” when faced with a triplet or ‘blue-

ber-ry, rasp-ber-ry’ when faced with a sextuplet. In this case, a person might count out the first 

two beats of the bar by mentally reciting: ‘quar-ter-blue-ber-ry-rasp-ber-ry.” 

Example 5-10: Francis Poulenc, L’histoire de Babar, m. 15. 

 

To conclude to this discussion, it is interesting to notice how the composer focuses a large 

portion of the RH movement on the fourth sixteenth of the beat. Lhevinne advises students to 

                                                           
109 Walter Schenkman, “An Approach to Romantic Repertoire,” in Lyke, Haydon, Rollin ed. Creative Piano 

Teaching (Champaign, IL: Stipes Publishing LLC, 2011), 288. 
110 Catherine Rollin suggests a similar approach to subdividing in her discussion of a Chopin Nocturne found on p. 

274 of Creative Piano Teaching. 
111 Haroutounian, 147. 
112 Hazel Ghazarian Skaggs, “Teaching Rhythm,” in Denes Agay, ed., Teaching Piano, vol. 1 (New York: Yorktown 

Music Press Inc., 1981), 46.  
113 Marienne Uszler, “Putting Theory into Practice,” in The Well-Tempered Keyboard Teacher, Second Edition 

(New York: Schirmer Books, 2000), 246. 
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look at the rhythm of the composition “as part of the personality of the piece.”114As this rhythm 

is prevalent throughout the work, perhaps it is meant to convey the ungainly lumbering of the 

tired, traveling elephant. The narration that precedes this musical portion in the larger work 

begins, “After some days, tired and footsore, he came to a town.”115  

Pedaling    

This beautiful solo is enhanced by the subtle addition of the pedal. Low octave LH pedal 

tones found in mm. 1, 3–5, 10–11, and 24, as dotted half-notes, can be sustained by the use of the 

damper pedal because the bass chordal tones remain in the same harmony each measure. The LH 

of this work is similar to the accompanimental patterns in Chopin. In relation to that composer, 

Hinson suggests one should, “pedal more lightly in the bass register than the treble,” even 

suggesting the use of half-pedaling, which is a shallow depression of the pedal.116 Therefore, his 

advice is applicable in this selection also. The pianist should also be cautious in m. 1 to play the 

stepwise RH notes softly so that the primary consonance for the bar is not overpowered by the 

passing tones. 

Example 5-11: Francis Poulenc, L’histoire de Babar, m. 1 with pedal markings. 

 

In the previously mentioned measures, the prolonged bass note calls for partial or flutter 

pedals due to dissonant notes in other voices that occur when the damper pedal is fully depressed 

                                                           
114 Lhevinne, 44. 
115 Poulenc, 5. 
116 Maurice Hinson, “Pedaling the Piano Works of Chopin,” in Joseph Banowetz’s, The Pianist’s Guide to Pedaling 

(Bloomington, IN: Indiana University Press, 1992), 196. 
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for the duration of the bar. Banowetz comments that long depressions of the pedal in these 

contexts will “tend to group the sound into overly thick masses.”117 In Example 5-12, when the 

pedal is partially lifted then depressed at the second beat of mm. 7–8, there is clarity of sound 

that is otherwise lacking when the damper pedal is simply held for the measure’s entirety. 

Example 5-12: Francis Poulenc, L’histoire de Babar, mm.7–8 with suggested pedaling. 

 

However, pedaling is not the only answer for sustaining sound. Small adjustments to 

fingering and hand position can prove to be helpful in sustaining certain tones.118 The composer 

specifically indicates that the performer is to hold the F in the RH for the full bar in m. 5 while 

continuing to move on to successively higher notes within the same hand. This can be 

accomplished if the pianist adopts this fingering: 1-2-3 shift 2-3-5, and end on 3 for the 

downbeat of m. 6. As per the previous discussion, the damper pedal can be used with success in 

this case, but can be combined with specific fingerings to aid in providing length to the F dotted 

half-note. 

 

 

 

 

                                                           
117 Banowetz, 197. 
118 Haroutounian, 219. 
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Example 5-13: Francis Poulenc, L’histoire de Babar, mm. 5–6 with suggested fingering. 

 

Adapting the fingering to allow the hand to hold a sustained tone may also be applied at the 

instructor’s discretion in mm. 21–23. Here it is possible for the student to span an octave in the 

right hand and thereby play all four notes at the second beat.119 In Example 5-14 below, the RH 

will play middle C, Ab, Eb and Bass C with fingers 5-3-2-1 at beat two. 

Example 5-14 Francis Poulenc, L’histoire de Babar, mm. 21–23. 

 

The fourth finger may then play the Bb at the thirty-second note. Using a 1-3-5 fingering in 

the RH on the final beat again allows the fourth finger to play the B-natural at the thirty-second 

note. The left hand is now free to play the down-stemmed Ab and F octaves in the lower 

registers. The damper pedal should be changed with the harmonic rhythm at the downbeat and at 

beat three. Notice that the same fingering and pedaling options are also suitable in m. 22. An 

exception to this may be considered in m. 23 in which the third beat introduces a Db which 

clashes with the bass C and RH D natural at the end of the previous beat. This problem may be 

solved by a partial change of pedal at this final beat of the bar. 

                                                           
119 This option may not be possible for younger students who may not be able to span an octave.  
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Voicing Between the Hands and Layering of Textures 

Voicing between the hands and the layering of textures are additional features that the more 

advanced student will encounter in this work. Poulenc has designed the LH part so that there are 

almost always two layers of sound, the prolonged bass note as a foundation followed by chordal 

harmonies at the quarter-beats. The goal of this study is that the triadic notes should not compete 

with the sustained notes but act as its complement. A demonstration of this is found in mm. 5–6 

as seen in Example 5-13 above. The low bass Eb and octave Ab are the harmonic foundation 

upon which the measure rests. The LH quarter notes at beats 2-3 are supplemental and do not 

command equal status with the dotted half-note. One should practice listening closely for the low 

bass tone at the start of the measures and execute them by using the weight of the arm and 

curved fingertips to sink into the key bed. However, the second and third beats must be played 

lightly so that the initial downbeat of the measure is not overwhelmed and lost.  

If the student learns to play the these harmonic notes with a brush stroke, 120 which is also 

sometimes referred to as an up-stroke, the triad aurally “floats” above the resounding low bass 

note. In conjunction, Lhevinne directs pianists to raise the wrist to achieve a lighter stroke.121  

Stemming can also be important in guiding the performer when determining correct voicing. 

In this work the RH’s up-stemmed notes in mm. 21–23 show the melody while the 

accompanying triads, including those played by the same hand, are stemmed down. Likewise, 

Poulenc has the low bass octaves in the LH stemmed down while the notes stemmed up are 

contributing chord tones to the RH’s down-stemmed notes at beat 2 and sometimes beat 3.   

                                                           
120 Haroutounian, 214-215. 
121 Lhevinne, 36. 
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In striving for correct voicing often the “problem is not so much that the pianist is playing 

too loudly, but that she is playing too loudly in too many areas of texture.”122  Instructing 

students to rehearse the outer voices alone will prove to be an informative practice method to 

those struggling with balance. The composer also places the tied melody tones without chordal 

support on the downbeat of each measure and even includes an accent in mm. 22–23, which 

facilitates the separation of melody versus accompaniment.  

Measure six, see Example 5-13, offers another example of layered textures requiring precise 

voicing, especially in the RH. The up-stemmed Bb, although marked staccato, is vital because it 

is concluding the previous measure’s melodic intention while also leading to the following 

accented Ab. The half-note sounds for the rest of the measure, completing a layer of Poulenc’s 

texture. However, the final beat of the measure introduces a RH arpeggio, also up-stemmed, in 

an extremely high register, which leads to the downbeat and subsequent sextuplet patterns in the 

next bar. 

When addressing how to successfully perform this measure, the teacher may wish to begin 

with the left hand. Refer to the previous discussion regarding a low octave dotted half-note 

followed by complementary chordal tones. Then one may add the RH melody notes of Bb and 

Ab. Play the staccato eighth-note, Bb, as if “scratching” the key and follow through with the 

hand ascending as the key comes up. The accented Ab should be played with a drop of the arm 

into the keys, allowing gravity to aid in creating the accent. 123  One should take advantage of the 

accent, allowing it to give extra volume so that the tone may continue to sound, with the help of 

the pedal, until the bar’s end.   

                                                           
122 Puccinelli, 13. 
123 Krieger, 110, 112. 
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 One might consider playing the downbeat of the measure then adding the damper pedal at 

the eighth-rest. This way the Bb is not held in the pedal yet the LH’s Ab octaves are still 

vibrating strong enough to be caught by the damper and sustained for the rest of the bar. One 

may consider having the LH take over the RH’s down-stemmed Eb tones. This leaves the RH to 

play only melody notes requiring more sound while the LH plays only accompanimental 

consonances, which is helpful to students still mastering the technique of layering. The Billaudot 

edition also provides well thought out fingering for the RH’s larger arpeggio at beat three. 

The layering of textures and voicing melody versus accompaniment brings to mind 

Debussy’s Rȇverie. The composer has four layers of sound in mm. 9–10, as seen in Example  

5-15. They include the RH melodic whole note, which is tied, the eighth-note accompanimental 

voice, the LH voice supplying the fundamental open fifth interval, and then the F pedal tone. 

Later in the piece, at bar 19, Debussy brings three voices into the RH, two of which create an 

octave and the middle voice is the pedal tone; while the LH provides an eighth-note 

accompaniment. These are the same skills that are addressed in L’histoire de Babar, so once 

students are successful in performing the piece, they can incorporate them into other modern 

French literature. 

Example 5-15: Claude Debussy, Rȇverie, mm. 9–10, 19. 
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For What Students Would This Piece Be Appropriate? 

The piece is suitable for the advanced pre-college student to the first-year undergraduate. 

This piano solo calls for sensitive pedaling and voicing of melody versus accompaniment which 

requires a well-developed ear and excellent coordination between the hands and foot. The 

complicated rhythm needs precise counting and attention to detail, which prompts one to assume 

it is meant for a student experienced with metronome practice and the ability to subdivide. The 

chromaticism and larger range is exciting and challenging technically but the piece’s short length 

may be considered a plus.  Pupils not well-versed in modern music run the risk of being 

overwhelmed by a more lengthy selection. At this stage of learning, it is more important that 

young pianists explore the style of modern French composers. Having been encouraged by a 

successful experience of a piece such as this one, they may continue to harder repertoire.
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CHAPTER 7 

CONCLUSION 

The twenty-seven works pour les jeunes published by Gerard Billaudot publications provide 

a useful and much-needed introduction to modern French piano music for students at less 

advanced levels. This document has shown how five selections from the collection can equip 

students with the skills necessary to play more difficult repertoire in the French twentieth-

century style, and at the same time help them acquire an appreciation of tonal sonorities, new 

tonalities and modern compositional styles. As the selections are presented in the order of 

progressive study, the teacher may decide on how best to integrate the compositions into their 

students’ training. 

Jeu, by Darius Milhaud, is a charming, succinct piece in ABA form that uses fundamental 

fingering techniques at the piano. This composition has features that make it accessible for less-

experienced pupils, such as a lack of pedaling, a limited dynamic ranges and comfortable rate of 

speed. Combined with the instruction of a knowledgeable teacher, the student is able to 

comprehend the musical content at the elementary level. 

Jolas’ charming Petite Suite can be used as a model to teach students the inherent issues 

found in twentieth-century multi-movement works. Each “mini-movement” offers challenges to 

the student, such as meter changes and mobile five-finger hand positions. However, the lack of 

heavy textures and simplistic voicing makes this piece well within the grasp of a late-elementary 

or early-intermediate level pianist.
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Marcel Landowski’s Les Fleurs Endormies provides the teacher with a miniature in the 

Impressionistic style. The employment of pedaling techniques necessary to this style is 

challenging but possible for the early-intermediate pianist. The beautiful, melodic line challenges 

students to use legato fingering, while a wide range of dynamics encourages musical expression. 

In A la maniere…d’un violon by Raymond Loucheur, the piano is used to imitate the violin, 

which provides the pianist with the opportunity to explore their instrument in a new way. That 

instrument’s four strings are traditionally tuned a perfect fifth apart. The composer uses this 

interval frequently, along with its inversion, the fourth. Upper-intermediate level skills, such as 

balancing issues between the hands, fingering of repeated notes, and chromaticism require the 

careful direction of an attentive instructor.  

L’Histoire de Babar by Poulenc is an excerpt from a larger composition that calls for a 

narrator and pianist. This piece can be used to fulfill the goal of leading an upper-level student to 

a much larger work of the French twentieth-century period.  The chromaticism and larger range 

is exciting and challenging technically but the work’s short length may be considered a plus. 

This composition calls for sensitive pedaling and voicing of melody versus accompaniment 

which requires a well-developed ear and excellent coordination between the hands and foot. The 

complicated rhythm needs precise counting and attention to detail, which prompts one to assume 

it is meant for an experienced pupil who possesses the ability to subdivide.  

Once encouraged by successful experiences with pieces such as the five presented in this 

document, the pianist will be equipped to continue study of more difficult compositions by 

French twentieth-century composers. 



 

 

 
 

84 

WORKS CITED 

 

Agay, Denes. Teaching Piano Volume 1. New York: Yorktown Music Press Inc., 1981. 

 

Agay, Denes. Teaching Piano Volume 2. New York: Yorktown Music Press Inc., 1981. 

 

Banowetz, Joseph. The Pianist’s Guide to Pedaling. Bloomington: Indiana University Press, 

1992. 

 

Bastien, James W. How to Teach Piano Successfully Second Edition. San Diego: Neil A. Kjos, 

1977.  

 

Blackwell, David. Fiddletime Scales 1. New York: Oxford University Press, 2007.  

 

Bruser, Madeline. The Art of Practicing: A Guide to Making Music From the Heart. New York: 

Random House Inc., 1997. 

 

Buckland, Sidney And Chimènes, Myriam. Francis Poulenc: Music, Art, and Literature. 

Brookfield: Ashgate, 1999. 

 

Cardew-Fanning, Neil. “Description of Jeu, Piece For Piano, Op. 302” October 16, 2013. 

www.allmusic.com/composition/jeu-piece-for-piano-op-302-mc0002434904 

 

Chase, Mary Wood. Natural Laws in Piano Technic. Boston: Oliver Ditson Company, 1910. 

 

Chimènes, Myriam and Nichols, Roger, "Poulenc, Francis." Grove Music Online. April 19, 2013.  

http://www.oxfordmusiconline.com/subscriber/article/grove/music/22202. 

 

Copeland, Aaron. What To Listen For In Music. New York: Penguin Books, 1988. 

Debussy, Claude. Préludes, Book 1. Paris: Alfred, 1992. 

Debussy, Claude. Préludes, Book II. Paris: Alfred, 1994. 

Drake, Jeremy. "Milhaud, Darius." Grove Music Online. April 19, 2013.  

http://www.oxfordmusiconline.com/subscriber/article/grove/music/18674. 

 

Ferguson, Howard. Keyboard Interpretation. New York: Oxford University Press, 1975.



 

 

 
 

85 

Gordon, Stewart. A History of Keyboard Literature. Belmont, CA: Schirmer, 1996. 

 

Hinson, Maurice. Guide to the Pianist’s Repertoire, Third Edition. Bloomington, Indiana 

University Press, 2000. 

 

Haroutounian, Joanne. Fourth Finger on B-Flat: Effective Strategies For Teaching Piano. San 

Diego: Neil A. Kjos Music Company, 2012. 

 

Johnson, Jessica. “Exploring New Sounds: Contemporary Performance Techniques For The Pre-

College Student.” American Music Teacher 54, no. 5 (April/May 2005): 29-34. 

 

Jolas, Betsy. Petite suite sérieuse pour concert de famille. 1984. Paris: Gérard Billaudot, 1998. 

 

Kochevitsky, George. The Art of Piano Playing: A Scientific Approach. Miami, FL: Summy-

Birchard Music, 1967. 

 

Landowski, Marcel. Les fleurs endormies. 1950. Paris: Gérard Billaudot, 1998. 

 

Last, Joan. The Young Pianist: An Approach For Teachers and Students Second Edition. New 

York: Oxford University Press, 1992. 

 

Lhevinne, Josef. Basic Principles in Pianoforte Playing. New York: Dover Publications Inc., 

1972. 

 

Loucheur, Raymond. À la manière…d’un violon. 1952. Paris: Gérard Billaudot, 1998. 

 

"Loucheur, Raymond, Composer." Credo Reference Collections. April 19, 2013. 

http://public.literati.credoreference.com/content/entry/harvbiodictmusic/loucheur_raymo

nd_1_jan_1899_tourcoing_14_sept_1979_nogent_sur_marne/0 

 

Lyke, James, Geoffrey Hayden, Catherine Rollin. Creative Piano Teaching Fourth Edition. 

Champaign, IL: Stipes Publishing  LLC, 2011. 

 

Marlais, Helen. Succeeding At the Piano Grade 1. Fort Lauderdale: FJH Music Company Inc., 

2010.  

 

Mozart, W.A. “Sonata in C Major KV 545.” In Mozart Piano Sonatas Volume Two. Vienna: 

Wiener Urtext Edition, 2003. 

 

Petrella, Diane Helfers and Nick Petrella. “I’ve Got Rhythm, I’ve Got Phra-sing, Who Could 

Ask For Anything More?” American Music Teacher 62, no. 1 (August/September 2012): 

18-23. 

 

Poulenc, Franics. L’histoire de Babar le petit éléphant. 1950. Paris: Gérard Billaudot, 1998. 

 



 

 

 
 

86 

Poulenc, Francis. L’histoire de Babar le petit éléphant. 1949. Text: Jean de Brunhoff. London: 

Chester Music Ltd., 2001. 

 

Puccinelli, Elvia. “Finding Your Balance: Techniques for Pianists, Their Ensemble Partners, and 

Their Teachers.” American Music Teacher 59, no. 5 (April/May 2010): 12-15. 

 

Sandor, Gyorgy. On Piano Playing: Motion, Sound, and Expression. New York: Schirmer 

Books, 1981. 

 

Serrou, Bruno. "Landowski, Marcel." Grove Music Online. April, 19 2013.  

http://www.oxfordmusiconline.com/subscriber/article/grove/music/15952. 

 

Tarchalski, Helen Smith. “An Interview With Leon Fleisher, Part 2.” Clavier Companion 1, no. 1 

(January/February 2009): 22-27. 

 

Thurlow, Jeremy. “Jolas, Betsy." Grove Music Online. April 19, 2013.  

http://www.oxfordmusiconline.com/subscriber/article/grove/music/14432. 

 

Uszler, Marienne and Gordon, Stewart. The Well-Tempered Keyboard Teacher, Second Edition. 

New York: Schirmer Books, 2000. 

 

Whiteside, Abby. Indispensables of Piano Playing Second Edition. New York: Charles 

Scribner’s Sons, 1961.



 

 

 
 

87 

APPENDIX A 

Composer Biography: Darius Milhaud 

Darius Milhaud (1892-1974) was born into a musical family where both parents were 

interested in music. The father was an amateur pianist and it was from him that Milhaud received 

early keyboard training. Young Darius reportedly played duets at the piano by the age of three 

and began the violin at age seven. He continued his musical studies in violin, fugue and 

composition, and harmony and orchestration at the Paris Conservatory as a young man. Besides 

being a composer, he became an orchestrator and conductor, later earning praise for conducting 

the French premier of Schoenberg’s Pierrot Lunaire in 1921. Milhaud is also remembered as a 

member of the well-known Les Six, a group of musicians/composers studying at the Paris 

Conservatoire that met together to explore and encourage new music in compositions and 

concerts.   

In 1940, Milhaud emigrated to the U.S. and held teaching posts at prominent places such as 

Mills College and the Aspen Music Festival. Returning to France after 1971, he became a 

professor of composition at the Paris Conservatoire. He was a prolific composer, “willingly and 

purposefully compos[ing] music for amateurs and young children,”124 as well as writing for 

many different genres, including symphonies, chamber music, and film scores.125 From a quick 

glance at the list of his works it is easy to see that, “from grand opera to children’s pieces 

                                                           
124Neil Cardew-Fanning, Description of Jeu, Piece For Piano, Op. 302, www.allmusic.com/composition/jeu-piece-

for-piano-op-302-mc0002434904 (October 16, 2013). 
125 Paul Griffiths, Andrew Thomson, Milhaud, Darius, Oxford Music Online, 

www.oxfordmusiconline.com:80/subscriber/article/opr/t114/e4417 (October 14, 2013). 
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everything seems to be in extraordinary profusion.”126 Interestingly enough, Milhaud left no 

work unfinished at his death.  

Composer Biography: Betsy Jolas 

 

Betsy Jolas (1926) is a French composer who was well grounded in literature and the arts 

from an early age. Her parents founded and edited the literary journal Transition from 1937-1947 

and her childhood home was frequently visited by elite writers such as Hemingway and Stein.127 

She studied at the Paris Conservatory under Messiaen and Milhaud and when her family moved 

to New York in 1940 she was a student at the Lycée Francais and later at Bennington College in 

1945-6. She was also a protégée of Pierre Boulez. 

As a composer, Jolas has a great interest in the voice. She often embraces lyricism while also 

exploring avant garde expression as found in her Sonate á 12, which has no text. Her Quatuor II, 

written for a string trio and a soprano sometimes juxtaposes the voice as a force that works 

against the string instruments. Her reinterpretation of rhythm and meter often results in an 

“undulating flow” throughout her works, often introducing sections by “seamless 

transformation.128”  Her views on the voice and rhythm influence the piece discussed in this 

document. 

Jolas is still teaching and is often invited to lecture at American universities and colleges. She 

holds many awards and honors for her compositions. In 1975 she became the professor of 

analysis at the Paris Conservatoire, succeeding her former teacher, Messiaen and later became 

the professor of composition at the same institution.129 

                                                           
126 Jeremy Drake, Milhaud, Darius, Grove Music Online, 

www.oxfordmusiconline.com/subscriber/article/grove/music/18674/ (19 April 2013).   
127 Jeremy Thurlow, Jolas, Betsy, Grove Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/14432 (April 19, 2013). 
128 Ibid. 
129 Ibid. 
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Composer Biography: Marcel Landowski 

Marcel Landowski (1915-1999) comes from an artistic family. His father, Paul, was a well-

known sculptor and his grandfather, Henri Vieuxtemps, is a recognized composer and violinist. 

Landowski was involved in musical activities from an early age and he later became a student at 

the Paris Conservatoire under the direction of teachers such as Pierre Monteux, Paul Fauchet and 

Noël Gallon. 

Landowski stands apart from many composers because of his dual career as a high-ranking 

officer in France’s Ministry of Culture starting in 1960. He was able to use his positions such as 

inspector general of music education (1964) and as the head of the national department of music 

(1970) to influence changes in areas such as opera reform and by establishing musical groups 

and events.  He earned the commendation of being, “one of the central figures in French musical 

life during the last three decades of the 20th century.”130  

Composer Biography: Raymond Loucheur 

Raymond Loucheur (1899-1979) is a well-acclaimed composer and teacher who studied 

under Nadia Boulanger and Vincent d’Indy. His cantata Héraclés á Delphe won the Premier 

Grand Prix de Rome in 1928 and Loucheur was also awarded the Georges Bizet Prize in 1935. A 

predecessor to Landowksi, he also held a public office when he was appointed to the position of 

Chief Inspector of Musical Education (1940) and Inspector General of State Education (1947).  

He was also the director of the Paris Conservatory for six years (1956-62).131 

                                                           
130 Bruno Serrou, Landowski, Marcel, Grove Music Online, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/15952/ (April 19, 2013).   
131 Anonymous, Loucheur, Raymond, Baker’s Biographical Dictionary of Musicians and Credo Reference 

Collection, http://public.literati.credoreference.com/content/entry/harvbiodictmusic/loucheur_raymond (30 Aug. 

2013). 
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Loucheur’s compositional output includes works for flute, harp, orchestra, chorus, chamber 

groups, and piano. He wrote a total of three symphonies which were written across the span of 

thirty-eight years. Loucheur’s music is lyrical yet unashamedly uses chromaticism.132 

Composer Biography: Francis Poulenc 

   Francis Poulenc (1899-1963) is known for his simplicity as he often incorporated folk tunes 

and music from the cabaret into his own works.133  His mature works, however, show a marked 

interest in religion and his music is often ranked with French religious composer Olivier 

Messiaen. Poulenc’s music embraces the tonal/modal system and chromaticism, when used, is 

mostly in passing. His pieces display his love for beautiful melodies and uncomplicated 

accompaniments. Some argue that he is the most distinguished composer since the death of 

Faure.134 

Poulenc’s intentions to study at the Paris Conservatory were cut short by the early deaths of 

his parents.  However, he was a pupil of the pianist Ricardo Viñes and was also a member of Les 

Six. The composer’s oeuvre consists of works for chamber music, orchestral music, piano music, 

solo voice, and dramatic works for the stage.

                                                           
132 Ibid. 
133 An example is Poulenc’s Le bestiaire ou cortege d’Orphee (1918)  in which he illustrates Guillaume 

Apollinaire’s text of the similar title, including folk-like sections entitled “The Grasshopper” and “The Dolphin”  
134 Myriam Chimènes and Roger Nichols, Poulenc, Francis, Grove Music Online 

www.oxfordmusiconline.com/subscriber/article/grove/music/22202/ (April 19, 2013). 
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