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I. INTRODUCTION: THE PROBLEM

At no time in the history of the piano has there been a lack of
writfen advice on how the human hand should contact a mechanical lever in
such a manner as to cause it to descend a fraction of an inch and come
back up again. The multifarious solutions offered to this seemingly simple
problem over the years have resulted in arguments, insults, hero-worship,
riches, world-wide fame, physical violence and even suicide. One well-
known musician--Robert Schumann--crippled his hand permanently as a
result of mistaken notions about how to practice.  Another--Vladimir
de Pachmann--insisted that milking cows was the most beneficial pian-
istic exercise that could be devised. Innumerable schools have flour-
ished, countless methods propounded, and an inexhaustible supply of words
and notes poured out on the mechanics of piano playing, reaching their
high-water mark in the early part of this century when Tobias Matthay
combined his findings into a fearsome system which comprises some four-
teen volumes.

During the same two centuries or so, the subject has been indirect-
ly studied from another viewpoint, that of medical science. Knowledge -
of muscle location and function, bone and joint structure, and the
neurological cﬁnditions on which they depend have steadily accumulated,

and the more recent discipline known as kinesiology--the study of or-
. ganic movement--has thrown fresh light on the actions of the upper

extremities. Even such matters as the effect of motivation and emotion

DEC 31 1970

on learning, and the ways in which different kinds and degrees of prac-

tice develop' perceptual motor skills, are under intense investigation.
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Unfortunately, this growth of information concerning the neuro-
physmologlcal makeup has sometimes worked to the embarrassment of widely
’held conceptlons by planlsts and teachers of what happens, or should
‘happen, inside the hands and arms when the piano is played. The un-
qualified use of the word "pelaxation" is a good case in point. Some

" of the world's greatesf pianists have insisted that they performed whole
pecitals in a state of complete relaxation from shoulder to finger,
which amounts to saying that one can do something and nothing at the
same time. The obvious lack here is of a sophisticated knowledge of
such things as the degrees of relaxation available to a muscle, the
'difference.betﬁeen movement and stabilization, the speed with which
tension and relaxation can be alternated,Aand 80 on.l Since so many of
the hallowed precepts of piano technique were arrived at empirically,
it is not difficult to understand why, in the course of attempting to
verbalize their findings, many pedagogues océasionally expounded non-

" gense and prescribed anatomical impossibilities. Inasmuch as music is

- so highly subjective and personal, musicians often seem to have a
tendency to treat the mechanical side of their art subjectively, even
when dbj;;tive information is readily available to them; this was
often the case,‘at leii}; in the nineteenth century, when so much of
the craft needed to cope with the modern piano was formulated.

An important part of this history has béen the vast literature

-~ of technlcal studies and exercises it has produced, some of which

‘have become fixtures ln the repertoire. It is beyond the scope of

thls paper to enter 1nto a detailed history of plano pedagogy; rather,
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the purpose is to focus onlthe literature itself--to view it in the
light of contemporary knowledge of what the hands and arms can do
 and th they may be most effectively trained to make the complicated
series of movéments involved in‘piano playing. How successful is
- each exercise’in producing the desired result? Is the proper method
of practicg apparent from the notes themselves? How should individ-
ual exercises best be classified? Does the order of material follow
the course of neuro-muscular development? . Is it arranged in groups
which consist of units qalling for essentially the same'br related
movements? Are exercises necessary at all, or can technique best
be developed by overcoming the difficulties of concert pieces?

These are some of the question to be explored.

II. MECHANISM AND ORGANISM

1. The Piano Action

It is hardly necessary to be a trained mechanic or to study en-

. gineering in order to play the piano well. There are, nevertheless,

~ some basic facts about the mechanics of the instrument which should

E be,UﬁderStoéd prior to any intelligent discussion of technique, and
they are here:briefly summarized.

The modern grand action is a highly sensitive device capable of
transmitting a wide range of pressures from finger to string. There
are two main reasons for its efficiency. One is that the ratio of the
‘respective distances traveled‘by key and hammer is.l:5--the key des-

cends 3/8 inch‘while the hammer moves upward 1 7/8 inches to the string--
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'Kand consequently the stroke of the finger is multiplied by five.
The other is that the action transmits the force from key to hammer
by means of an ingenious arrangement that permits great control over
the speed’with which the hammer moves. nge separate motions, each
a small arc, occur almost simulténeously (see Appendix ).

The: most important motion in the entire cycle is the escapement.
This is the point at which, a fraction of an inch before the hammer
contacts the string, the upright jack impelling it from below slides

 out from under,the hammer knuckle, thus allowing it to rebound freely;
- the tail of the hammer is then caught by a backQGheckvmounted on the
key lever.

Tﬁe hammer disengages from its check instantly as the key is
released, and when the key is less than halfway back to its rest po-
sition the jack slips back under the knuckle and is ready for a new
stroke. Thus, both the hammer and its impeller are back in place
‘éhead of the key itself.

The volume of sound produced by a piano string is proportional

to the s?egd with which the.hammer strikes and rebounds. The quality,
oﬁ timbre, exclusive of effects introduced by the pedals or extran=-
eous noises added from other sources--such as the impadf of finger on
key--is goverﬁed solely by the quality and condition of the hammer,
the string and the entire piano. |

The implications of the above discussion can be summarized in a
iist of points which should be made a part of‘any évaluati6n of the

. technical repertoire of the piano:
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1. The volume of a single tone varies according to the speed
with which the key is depressed.

2. " The quality of a single tone cannot be altered in any way
by the player's finger. '

3. The "purest" tone, i.e., that with the smallest amount of
extraneous noise added, will be produced when the finger
is in contact with the key before the key begins its descent.

4, In order for the action to complete its proper cycle of
movements the key must be fully depressed.

5. The stroke of the hammer can be repeated before the key
~ has fully returned.

2. The Human Organism

In any discusgion of the purely manipulative side of piano play-
ing it is usual to begin with a description of the muscles and joints
involved--the so-called "playing mechanism." No such account will be

'1rendered here, first, because the various parts of the hands and arms
can be more conveniently mentioned as needed in donnection with spe-
‘cific‘exgrcises; and, second, because there are some general facts

f about the workings of the neuro-muscular gystem which are far more
relevant.'

Ali‘too often, in elucidations of how the piano ought to be

: plajed,‘the huﬁan body is treated 'as a complicated mechanical device,
each bart of which occupies one place, assumes one position, énd per-
forms one function, like the parts of a machine. No concept could do
more injustice to the marvel which is the living organism, and none
has been more responsible fpr fhe_profusidn of misconceptions in the

field of pianq;téchnique. The sciences of physiology, neurology and
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J
psyehology have unfolded a far more subtle and complex picture of
- willed movement end perceptual-motor learning.
Piano playlng,‘like'all other physical activities, demands co-
~ordinate movement. While it wes reeently demonstrated by electro-
myography that an individual can learn to control single motor nerve
cells,l it is mormally a movement rather than an individual muscle
which is under the‘control of the will. This is made clear in Gray's
Anatomy: |
S | It is seldom possible for a person to make a single
muscle contract at will. In other words, the movements,
not the muscles, are represented in the central nervous .
system. A muscle may be associated with one group for
one action and a different group for another, possibly
even antagonistic action. .

This interchengeability of muscle function is a frequent occur-
rence in'piano playing. The biceps, for example, flexes the forearm
e, at the elbow but also assists in forearm rotation, a completely differ-

‘ent movement involving other muscles.
. Equally importent is the fact that a muscle may function differ-
lv ently depending on the angle of its joint, or even the position of
| anqther‘joimt.’ The small hand muscles called the lumbricals. give
ca baffling instence of this phenomenon: when the fingers are held
stralght and flexed at the main knuckle, the lumbricals  do most of
,the:work; but when the same knuckle is flexed with the forward joints
~curved, the lumbricals are inactive.8
Different parts of the same muscles may have separate and even

' antagonistlc actlons, for example, ‘the. delt01deus-—the large trian=-

‘&mgular.musclefwhlch.covers the shoulder joint--can flex, extend or
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abduct the arm, depending oﬁ Whicﬁ portion of it is called into play‘u
Separate parts of a single muscle may also be operative at different
stages of a joint's range of‘motion. "The fact that different muscles
“or parts of muscles arevactive in different parts of the range of
- motion will dictate their use."5 Some of the long flexors and exten-
sors in :he'forearm act in this manner.6
’A‘muscle may be called upon fo play one of several different
roles. When it acts'directly to bring about a desired movement it is
f‘ called a prime mover; when it is stabilizing,‘or holding.a part of

the body in an appropriate positionm, it is a fixation muscle; and

wheﬁ it acts to offset an undesired action of a prime mover it is
known as a sznergist.? The interchangeability of roles is one of
- the basic problems which hinders anunderstanding of relaxation in
piano technique, because the same muscles may assume Q§fferent roles»
 at different times. The pianist, not knowing this, is likely to fall
back on subjective terms such as "loose wrist," '""dead weight," and so
on, even.thqugh "all the muscles of the wrist are quite important for
their Synérgistic use in stabilizing thé wrist so that the fingers
fénd fist work to best advantage."8
Many common terms have racaived precise medical defini-
tion;‘ Strength, for instance, is defined simply as the ability to
. produce tension.g Fatigue, the temporary loss of this ability, occurs
when lactic aqid, a by-product qf muscle activity, accumulates in a
_muscle to an intolerable level; rest is needed to allow the muscle's

 ;'¢ir¢ulatory system to carry off these wastes. S
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A muscle iﬁcreases in size with fraining partly because of an
increase in the.number'ofyéapillaries available within it. Thus
'stamina; or work capacity, "is related more to the circulation and
- metabolic turhover than to the size and contactile strength of muscle., "

A muscieféitolérénce to lactic acid levels also increases with its
size. Extfémes of unrelieved tension inhibit the proper action of a
muscle_becauée»sustained contraction "is accompanied by less circu-
lation than:is rhythmic contraétion. Rhythmic contraction also has the
well-known milking action in deep veins with its enhancement of venous
x'eturn."ll |
’ O'Conﬁell‘and,éardner have contributed some salient findings on
‘the psycho;ogical aspects of fatigue and endurance:
For the average individual the psychological limit
is quite far below his physiological capacity.. . . . To de=-
velop endurance the act must be repeated beyond the time
when discomfort becomes evident. Hence training for en-
duran¢i2is quite different from training for strength
alpne.
The excessive practice schedules followed by some famous instru-
‘ mentaliété,‘such as Dreyschock and Paganini, who often worked up to
2 :qightéen.hogf$ a day, may perhaps be explaiﬁed by a remarkably high
’levélvof tolerance to the pain of fatigue.
The role of practice in the acquisition of perceptual—motgr skills
has recently been investigated by K. D. Cross.at.Northwestern Universi-
-ty Medical School. In defining'the term "practice," Cross notes that
it is freéuently uséd‘interChangeably with "exercise, ’Buf exercise

-

’ 'is "the repetitious performance of an already—iearned act with the’

"'pubpdsé;offmpdifyipg in some.i{ay’one's‘physicalcharacteristics."l3
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.- Tpue practice, on the otherlhand, is "the performance of.eny act one
bor more ;imes‘with a view to fixating or improving the spatial and
temporal organization of thersame or any other am:."(l'+ Thus we may
say that exercise causes changes‘primarily in the musculature, while
practice is eimed at'causing changes in the nervous system. Of
course, practice and exercise frequently overlap in such activities
~-as learnlng to play the piano, but the admixture is often accidental
. and the'reeglts haphazard.

V ~ How déés practice lead to learning? One thing on which author-
ities seem fo agree is that the changes in the nervous system occur
during practice rather than after it. "That changes go on within a
repetition rather than as a result of repetition is now recognized
by practically all‘psychologists."ls There is still a variety of.

':views,,ﬁowever, as,to‘the nature of these changes. A‘widely held

'e theory relevant to piano practice is that learnlng is really the

3 :result of a restructurlng of the individual's way of perce1v1ng.
ij'Thus, practlce may be viewed as a series of exposures to situations
felgthat prov1de the individual with the opportunlty to observe meaning-
rﬁe,ful relatlonshlps between the different parts of a task and between

’these parts and the whole. "Learning occurs through practlce because

" each repetltlon prov1des the opportunity to perceive a 51tuatlon

. from a new angle. Practice is thus necessary for learning; but in

; : : ’ _ »

',: order foripractiqe to be effective it muétgbe'pracfiée with a

; difference;ﬂ;s
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Practice is classified into two types: whole-task, in which the
activity is practiced from beginning to end, and part-task, in which
the successive parts or components of the activity are practiced
separately and only‘later integrated. The relative efficiency of each
‘of these techniques has been the subject of controversy among educa-
tors and psychologists for over seventy years, and indeed the terms
imply a ¢ontinuous spectrum within which a virtually infinite number
of tasks might be ranked according to their degree of complexity;

" there is no useful activity which is not made up of compénents. In
-any casé; there is general.agreemenf that, to be effectively practiced,
the intricacy of a task will vary according to conditions, since

ability requirements are different at different stages of

learning. Therefore, in evaluating the relative efficiency

of one or another type of practice, one must consider not

only the nature of the task being learned, but also the

stage of practice or current level of skill of the individ-

ual. One variety of practice may prove quite effective at

an early stage of skill development, yet turn out to be

. quite ineffective after skill has progressed beyond a certain
~ stage.

Althqﬁgh this assertion may seem quite obvious, it is ignored
or forgdtten by piano students-and teachers with remarkable frequency,
~and its obveréef—practice of a complexity above the current level of
skill--is equally prevalent.

In evaluating thevgreat number of experiments copnducted since

1913, Cross puts forward certain conclusions, some of which may be

summarized as follows:

1. As one becomes skilled at practice, the relative efficiency
of the whole-task technique tends to increase.
, b_2g;fthle-taék practiqe favors the older, more experienced and
~ more intelligent individual. ‘
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)
3. Part-task practice is more efficient when practice is massed,
whereas distributed practice favors the whole-task method.

4, Whole-task practice is most efficient when the component

parts of a task are highly integrated. .

In the early stages of practiee the central nervous system invar-
iably issues an excess of neural commands which result in muscular con-
tractions in greaten number and of a higher degree than needed for
the deeired activity. The result is the production of what neurolo-

_gists call "pérasitic movements."18 The aequisition of skill is in
large measure the gradual elimination of these excess motions and the
subsequent achievement of the greatest economy of effort. It will
readily be seen that this is an area wherein judiciously chosen prac-
tice of the part-task variety can be of great benefit.

» : The practice of any motor activity is least effective when mus-
cle tension is high. Darling has pointed out that a repetitive move-
ment aimed at developing skill is most effective in fhe low-load
range, if for no other reason than that high-load activity is much
less practicable for comfortable repetition.lg Even where muscular |

. development is the only goal it has been shown that a muscle is most
effectively exercised (1) when its tension is less yhan: half of max-
imum;iand'(Q)vwhen the work is prolonged sufficiently to develop a

metabolic stress.20
One other neurological phenomenon deserves mention, that of

: transference. It has been known since the late 19th century that

unlmanual tralnlng can augment the strength and Sklll of the unprac-
ticed limb. . Recent studies at the University of Wisconsin have con-

firmed the fnllowing observations:
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2
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2.

12

Practice limited to the flexors and extensors of the fin-
_gers and hand of the preferned side affects the performance

of both sides.

Significant indirect training occurs in the reciprocal

-muscle group of both sidesl.21

The above discussion is offered with a view to furnishing a base
of up-tofdaté medical information concerning the neurological and phy-
sio;dgiéai functidns and capacities of the human organism that apply
to piano playing. Many of the findings cited, of course,'will be seen
to~suppoft'varieties of pfactice which are universally used and accep-
ted,‘while a few would seem to sqggest hew methods or refinements of'
old ones. As a partial basis_for the technical principles adhered
to in evaluafing the relative usefulness of individual studies and

'ékercises, the following guidelines are suggested:

Practice and exercise requirements change and evolve con-
stantly. Maferial must be varied regularly to accommodate
‘new levels of strength and skill.

The number of task components usefully practiced at one
~time will vary according to ability, level of achievement
~and goal. In'general, a gradual increase of complexity

from part-task to whole-task types of practice will con-

- veniently accompany technical growth and maturation.

The player's attention in motor learning should be directed
at movements rather than individual muscles.

Economy of physical effort is a major goal. It consists

of (1) selecting the most efficient type of movement, (2)
reaching every locétion on the keyboard tthugh the shortest
practicable route, and (3) eliminating parasitic movements.
Since movement in different parts of a joint's range of

motion may involve different muscles or parts of muscles,

,egqggerated movements, such as high finger or wrist exten-
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sions, are useless and perhaps detrimental for exercise

~and for most types of skill practice.

' The most useful mode of exercise for muscle development

will involve low-load tensions repeated to fatigue in the

. normal playing positions.

" tion, (2) is a recurring rather than a continuous phenomen-

'Relaxation (1) is a selective rather than a general condi-

:-,on,‘and (3) occurs in varying degrees, rarely to the point
’",of'flaccidity. ’

"8» _Moderate degrees of tension and relaxation can be made to

élternateyrapidly, as in vibratory movements.

‘Unimanual practice is useful for two reasons: (1) for isola-
“tion of attention, a part-task type of activity, and (2) for
- transference of strength and skill to the unpracticed limb.

III. EVALUATING THE REPERTOIRE

1. The Case for Technical Drill

- Are formal‘drills really necessary? Many highly respeéted musi-
cians have questioned the need for burdening pupils with such drud-
Yfl%géry, p¢ihting out the difficulties in concert pieces whose solution
‘ff“might'yieid.the'same benefits, the danger of dulling musical sensi-
‘f;V bi;ities;}and,£he discrediting'Of the old theory that the "mental
exercigef géined from one skill assists in the learning of another.
"Wiiiiam S. Newman is oﬁe who, while not advocating the aboli~
tion of all technical 5rills, is quite inéistenf that their.value is
_ raré;y transferred to musical compositions:
bllk The main fallacy in adhering to-Czern&, et al. 1lies,
it seems to me, in the illusion that piano practice
- means the development of the piano-playing muscles in

5f}3generél. ‘But it does not. It means developing specif-
~ ic muscular coordinations to meet specific situations.
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There are woodsmen and athletes who cah squeeze any
pianist's hand to a pulp. But their splendid strength
means nothing at the piano, for, unless they have pracr
ticed the act, they can barely set down Ffive fingers
in a row. One learns only what he practices. Each

. technical feat must be learned separately. Technique
does not generalize.

Newman manages to avoid the common habit of using "practice"
and,“exeréi§e" interchangeably. But he denies the proven value of
« part-fésk';earn;ng,'and-—even more inexplicably--seems to reject the
xi .,obvious fact fhat exercise of the playing ﬁuscles‘leads to their
“  eni§rgémeﬁt ﬁeéardless of the name of the composer. One simply can-
 :not'deny that,vgivén the proper movements, strength and skill improve
?ffwith practice and exercise, and that this imprbvement is applicable
- to other acfivifies. Yet Newman insists that

the practice of a Czerny study leads mainly to the
perfection of that Czerny study rather than to Beethoven
or Chopin or composers in general. The way to learn

- Beethoven is first of all to practice Beethoven. The

. practice of Czerny can help Beethoven only when an iden-
‘tical passage occurs in both.

What Newman should have said is that the practice of Czerny can

. help Beethovénvonly when an identical type of movement occurs in both.

: , After all,'frqm‘the‘neuro—muscular standpoint there is no such thing
. as én "identical passage,” even when exactly the same notes are re-
 'peated; minor'a&justmehts are beipg made by the body constantly, and
- - no_two performances aﬁe ever alike. If, however, the learning of basic
vskills and thevdevelopment'oflgeneral muscuiar strength were not applicable
>}>>'  i»to a host of/épecific siiuafidns we would be totally unable to func- |
| ’1:tioﬁ;b-Who héslﬁqt, for instance, had the experience of climbing a

’ﬂJ;;pécu;iér}f;ighf’of stairs whose configuration has never before been
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f1.enCOuntored,'or‘picking'ﬁp an.object,of unfamiliar shape ono texture?
Yet the,booy.adjusts to fhese new activities without a thought, be=-
'céuse the basic,climbing‘op grasoing skills are olready there and
_need only,siight modifications. In the same way, it is possible to
develop'theihabits and movements needed for most types of piano play-
‘;;ng by_using specialized material, It is of course true that every
muéical composition will hove a residue of specific problems that
k”no group of.exorcises, however thorough, can oomPletely onticipate.
‘ jBut technique most cerfainly does generalize if--and this isvthe cru-
cial pointa-tho smaller practiced tasks are true components of the
'oklarger wholes, iueq,‘ofvthe activities to be found in concert pieceé.

The ultimate criterion‘for'any study or exercise, in fact, is its

»vapblicability.
| | The strongeét c§se_against téchnicalbdri;ls; no doubt, is their
lack of mosioolfinterest. " Too muoh time opent on such material can-
+not help but dull the most important faculty any 1nstrumentallst can
't‘,.have.* attentlve llstenlng to hlS own playing. fhls tendency
‘a'omust be'counterbalanced by judicious selection of matorial and con-
tinuai vafiety; both‘of matter and method of‘practice--"practice with
a difference." Many exgrcises, for example, can be ad?antageously
‘SubjeCted to ohanges.of tempo,  dynamics and rhythmic pattern, and
some. can. profitably be transposed. Thus another criterion for a drill
| ~ v:1s what mlght be called its versatllltz.
o The great advantage of drllls over musical composxtlons is that

,,problems can be 1solated 1nto part-task actxv;tmes, and one can con-
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k”;trol the apportioning and bélanciﬁg of them according to need.. If one

were te develo§<a technique solely from practicing, say, the Etudes of
"i’f,Chopin,‘considerable fébility would result, but it would be neither
ecemplete nor»balaneed. The right hand would be considerasly more
déveibped{than the left, and there would be virtually no experience
in piayingvecales, breken octaves, tremolos,hor repeated notes. With '
drills, on fhe other hand, specific areas of technique can be encap-
sulated‘aﬁd focused, and practiced as required. How effectively a
;giveh‘stﬁdyvor;exercise can be directed at a desired result, then,
B might‘be jnged by a third criterion, its efficiency. It should be
::noted here fgaf efficiency may or may not connote the degree to which
| problems are isolated, since the de31red result may be the grouping of

components into an activity of the whole- task type.
2. Classifications of Drill Materials

Althopgh»many examples of drill materials are difficult to
’categorize, the most useful distinction is that which divides drills
into.studies:and exercises., A study, or etude, is a musical composition

Je ~which embpdiee some specific technical problem or group of problems
~and whieh, theugh usually written for the primary purpose of technical
_impvdVement; is nevertheless a piece of music with meter, forﬁal
structure, harmonic progfessions and cadences. An exercise, on the
~other hand, makes .little or no attempt at mu31cal expre331on of any

"f’kind, the sounds are wholly subordlnate to the movements‘

i
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Yet there are many borderline cases even in this type of clas-

: cification. Some ‘of Brahms' Fifty-one Exercises, fop example, though
v indubitably exercises, contain passages in which the consistency of

ﬂ .the task is momentépily superseded by a musical effect, as if
- Brahms-~being Bnahms—-could not resist an expressive modulation here
‘ on'a sétisfying cadence there. Even Hanon occasionally adds or
“changes éométhing to relieve the nonotony, as in No. 47 of The Vir%‘

tuoso Pianist, where the deviations from the ‘C Major scale paftérn

"}-“;i(m,‘lS"tdfthe cnd)‘create problems for the right hand that do not
“occur in the lcftgnas a matter of fact, Hanon's tremolo exercise,
cn;Nc; 60, is'réally an etude. |
ALl of the works to be éxamined here are of the exercise type.

While admitting the continued popularity of certain specimens of the

. etude literature——notably Czerny's School of Velocity and The Art of

"J;Fingef Dexterity--it must be said that 20th-century piano pedagogy,

o folloWiné'fhc general trend of our/time toward capsulization and
! ’Tﬁarprecision,fhas tended to avoid the circuitous etude in favor of the
‘ff’morc’efficient'exercise. As early as 1929, Ernst von Dohnanyi wrote
before all else the amount of studies ("Etudes") must be
reduced, and this can be done without harm if they are
replaced by such exercises which, in lesser time, bring
forth the same beneflts. Finger exercises are preferable
to studies.3 S i
‘The better etudes, such as those of Chopln and Schumann, belong
to the category of concert pleces, and it has become 1ncreasxngly

' “f‘ apparent that the beneflts derlved from sterile, uninteresting

ones can be more qulckly galned from short, concentrated exercises.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.

17



18

This does not,mean,'of course, that exercises are new; o?ef half of
the works conSLdered here were written in the 19th century. What is

new is the shift of their role from that of supplementary materlal
to that of the maln——sometlmes the sole--source of extra-musical

: drill; This trend is fortunate because the whole raison d'etre of

technical drill lies in the fact that problems“are susceptible to
'n‘distillafidn. The above remarkslconcerning the advantage of drills
’overleoneernnpieces are thus carried one step further.

‘Hafing'opted for the exercise, in which neuro-muscular tasks or
u‘combinations of tasks are presented without excess baggage, one may
: pneceed with their further classification. Exercises are commonly
 ‘gfoupeduin one of three ways}

L. 'According to musical pattern--~scales, arpeggios, octaves,

'double,thirds, couble sixths and the like, with these

categories further broken down into major and minor scales,

' three- and four-note arpeggios (triads and seventh chords),

~.and so on.

;2.3!According to general functional area--finger exercises,
‘ . wrist exercises, arm weight exercises, etc.
2 ;3.ijecording to difficulty--usually beginning with simple
' finger,movements in the closed position and proceeding to
i-_morevcomplex selection patterns, shifts, extensions, and
eventually activities which involve progressively more of

the arm and shoulder.
These areas frequently overlap and sometimes produce redundancy
of task comnonents or introdﬁce additional components which are
’zeflrrelevant to the. stated purpose or may even subvert it. A common

’;Lexample of the former is the exercise embodylng a series of white-
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! - key seéuences‘,‘ each of which calls for the same finger movements. The
latter ﬁay be illustreted by the use of the interval of the sixth or
’f:eeven the octave for early exercises in wrist flexion; tﬁis adds the
'tgfl;problem of abductlon flxatlon which--especially in small hands—-lnvar-
:1ably mllltates agalnst the very freedom of movement the exercise is
supposed to develop.
"Thefe isbe general peculiarity of design common, it’seems, to
f‘every_veiume of‘exercises, a peculiarity which intermittently subverts
"Fhe eufhop's own efforts at meaningful order and eemetimés results in
“e:\ene ob‘bdtheof the disadvantages mentioned’above;lvlt is the composing
~end'arranging Qf‘e#ercises aecording.to musical end mathematical con-
o venience, with the apparent assumption that variations such as sequences,
- ,,transpesifions, or inversions will nof alter the neuro-muscular task
7[,fa be,pepferﬁed.‘;A;universal example is the exercise which is pre-
esented ih Cemajer‘end followed by the instruction that it be fepeated
¥‘in‘all_other kejs. The transposition of an exercise, however, may
‘fresult'iniverying degrees of ease or awkwardness of execution; it may
e'eintfcduce new”elements, such as the problem of fitting fingers between
i blacklkeye;'ef shift the hand in such a way as to alter the range of
i'metion'of‘cerfain fingers.
Another example is the flve-flnger exercise which places a gap
ieof a third between adjoining fingers. Invar;ably,’the same interval
| occurs in turn between each palr of fingers, even though they are ut-
: f,terly dlfferent 1n thelr range and strength of abductlon‘ Most adults,

'r

: f:for 1nstance can take 1n as much as an oatave with thelr thumb and
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o fofefinger, while‘their fourth and fifth fingers might have difficulty
'bplaying‘a minor' third. | |

An even more common illustration is seen in exercises where the
. hands play theksamé notes an octave apart in parallel motion. Because
the hands themselves are not parallel but constructed as opposites, it

:is far mbreié0mfortdﬂe to play in contrary motion, with the same
fingerérdf each hand striking at the same time. |

.A.fourfh'example is that of adding varianfs. Supposing an exer-
. cise copsisfs §f octaves played in diatonic scale patterns. It will

often be followed immediately by a variant in which the same scales
‘ _vare pla&ed in broken octaves. The‘rotary movements of brokeﬁ octaves,
- ‘however, are utterly uhlike7the movements employed for unbroken ones;
v hence the variaqt is in the wrong place if the exércises are purported
f to,be arranged in a progressive order.

There»ié no intention of denying the value of parallel motion,
VytfahspoSition, variation, or indeed any admixture of elements in
 ‘éxefciSes."These elements are extremely valuable as the materials of

which coh§ert pieces are made. If, however, they add unplanned components
 to parf-téSk activities they may defeat their purpose, especially in
‘yeiémenié?y;orvprepératory exercises where part-task learning is most
" vneeded. Thevdﬁjection is to the frequency with which thesé eiements
,voccur acéidentally; one must suspect that the‘composer employed
= fhem not realizing that;they might introduce elémenfs féndi&g to

>31c0mplicate or subvert the basic design of the exercise.
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Another griterion for ény exércise is thus its ciarity'gg goal:
whether it is clearly directed at one of the two main goals, strength
i and skill, and precisely‘what kind and degree of each is desired. Two

’; ingredients»necessary for achieving this clarity are (1) control over
‘ the number,of cémppnehts in a given task, and (é) é general ordering
- of the exerciées that have a common goal in such a manner that the num-
ber of_task:coﬁponenfs is low at first and becomes progressively larger.
Qne mérevobserVation'is offered concerning the e#ercise litera-
'T~tube as a ﬁhole: exercises need to be accompanied by written direc-
"tions as ‘to their manner of performance. The one fully satisfactory
| sitﬁation, of course, is that theyvbe learned in the company of a
cbmpetent'teacher. Taken by themselves, however, fhey must be consid-
 ered incomplete without some instructions about the intended goal.and
the,movéments to be‘employed in reaching it. The clarity and relevance

i of xhese instructionsris an important factor in evaluating them.‘
3. Evaluation of Selected Works

The ﬁérks,to be examined span virtually the entire history of the
modern.piéan By "modern" is meant the larger and more sonorous in-
struﬁenf which,beginning around 1800, began to develop rapidly and to

g8 'supersede’thé five—bctéve Viennese piano that reached its éfaée of
- perfection about 1780 in‘the hands of Andreas Steip.
.. The exercises, listed in order of discussion, are:
F‘Schmitt: Preparatofy Exercises | |

2 ’ ' Pischna: Technical Studies
' Hanon: The Virtuoso Pianist
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"~ Brahms: Fifty-one Exercises.
Dohnanyi: Essential Finger Exercises
Barth: Technic, Book III
Conus: Fundamentals of Piano Technique, Books I and II

| “Aloys Schmitt (178841866) was -a German pianist and teacher whose
 Ashort volume of flnger exercises has been widely used for well over a
‘ fj;century He was a representatlve of the post Vlennese school which
" began with Clementl and featured prlmarlly a finger technlque exe-
 cuted w1th qulet hands and arms.
: Thereiare'two main sections to Schmitt's work. The first, Nos.
’14213; ie:méderué of five-finger exercises in parallel motion, while
1,£he'secend'consists of contrary-motion exercises devoted mainly to
 the passing~un§er of the thumb. The first seefion shows the following
 f: ;petfe¥ns: ‘

~1-33: single notes played in fiveFfingerfposition (c-g)

L 3#—64§f single notes played in five- flnger p031t10n with one
. ~note held

'fﬂ[,65—llO:;>31ngle notes played in five- flnger position with two -
" notes held :

& llléliS: 'single notes repeated in five-finger position with
- .- four notes held

ifl,llﬁ-llszf two single notes alternately repeated four times
' . each with three notes held

‘ ”[3'119—127:' double notes (thirds) played in five-finger position
'5: 1289143:,'double and single notes alternated in five-finger
, Aty © . position with one not held
' ‘\7  144-151¢  double and single notes alternated in five-finger
‘ ' position with two notes held

152-157: two single notes alternated in flve-flnger positlon
' : vw1th three notes held

'”gfj_lseeiséz double and single notes alternated in five-finger
¢ 'position with two notes held
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1160-169: two (or three) notes repeated with three (or two)
notes held

E .170-213: single-note groups ascending and descending diatoni-

» cally "the whole extert of the keyboard,"* The
descending pattern is always an inversion of the as-
cending pattern.

It is at once obvious that the design and order of exercises is
based far more on mathematical symmetry and conveniénce than on needs
of the fingers. A basic hand position is set, with the right hand

-~ on middle C and the left an octave lower. .The following instructions
‘3."arq given:
’i:Repeat each Exercise at least ten or twenty times,
~ but omit the closing note until the final repetition.
- At first, practice each hand separately, then both to-
. gether, always keeping the hands steady and quiet. Prac=~
f~< tice each exercise slowly at first; increase the tempo

.gradually as the fingers acquire the necessary. strength

and flexibility. It is advisable to practice these ex-

ercises in the keys and without changing the fingering.

There is no thought of the different degrees of strength and free-
dom in the fingers; all are treated exactly alike. What matters is

© that e%ery'arithmetical possibility of finger order is accounted for,
o beginning with 1-2 and proceeding to 1-3, 1-4, and so on. For the
. first several pages~the exerc1ses are arranged in pairs so that the
"even-numberedfones are inversions of the odd. Since inversions also
exist withiﬁ-single exercises, however, it sometimes happens that pairs of
- exercises are exactly alike except for a shift of the note pattern
to a differentjbeat of the measure. This occurs with'Bxercises 1

f :and_2; 3 and 4, 15 and 16, 21 and 22, and 31 and 32. Many other pat-

'K fterhs.are 8o similar as to be virtual pepetitions.
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Béginning with Exercise.éﬂ a new element is infroduced, that of
~holding one or”hdre fingers while the others'piay. This is a device
""which occurs again and‘again throughout the technical literature.
§How effective:is it? Is the hand réally doing anything different
from,whét it doés when the fingers simply alternate with one another?
TQ;ansﬁeb-this question it is necessary first to examine the activ-
7'iti¢é invélved‘in the exercises composed of individual finger mevements.
Tﬁé fu}l'title‘of Schmitt{s volume is. "Preparatory Exercises

for acquiring the greatest possible independence and evenness of the

 ¢ fi_ngérs."6 ’"Efenness" is not a very precise term, but presumably it
means equalityv§f sfrgngth.  Both major goals, then--skill énd strength--
'. afe ehﬁisiqned by the author.
In folioﬁing the‘injumﬂion to keep the hands "steady and quiet"
‘"  it becomes clear‘that the skill to be won is thatlof using each fin-
"J_gep as én indépendent lever. But the beginning student, for whom
"_these exercisesfare intended, nearly always adds'varying degrees of
armfpressuré t6 finger movements with the result thatAthe main ful-
S §rﬁm¥—th§ﬁgﬁrifs motion is so small as to be scaréely‘noticeable—-
1libecomes ﬁhe.élbow. Should this be avoided there is still the ques~
‘ 1tion of fﬁe shépe‘and movement of the finger itself. is it to.be
| ‘wcurVQd to éuch’é_degree that its tip strikgs the key vertically, or
_ should itvbe less curved‘so as to strike with.the "cushion"? Are the
Lr fingérs ﬁ§£ in use to be held off the keyé 6r résted on their surface?

1" “'Héﬁghigh_shoul¢‘eachkfipger.be raised?
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It should be noted that all of these problems deal with movements,
not muscles. Todaynwe are beginning to understand the extent to
' 7;F»which variations of'mOVements, which to the eye appear quite minor,
‘  f,,méy’Sring different muscles or parté of muscles into play or cause
 them to assume different roles. It is precisely here, in the earli-
est stage of learning, that this problem is most critical. What to
’the author must have seemed the simplest kind of keyboard activity--
* the setting down of five fingers in a row-—furns out to be a complex
taSk SﬁSceptible of a host of missteps.
ﬁolding déwn_certain fingers while the others play is a device
"often used to insuré that the keys are depressed by finger motions
alone, but it usually has the opposite effect. Becaﬁse of the increas-
: fed difficulty of the codrdination pattern, the unskilled player is.
";~ far more apt td struggle to keep the proper keys depressed by push-
"ging hafder with the arm, fésulting in an increase of pérasitic
‘filmovemgnté:ahd general tension. Even when the exercise is performed
f  ’ﬁith fingef_moﬁements alone, the held notes merely add one more sta-
L jlbilizatioh to én already complex task. The point here is that five-
finger exercgéesvof the type under consideration are not composed of
fasks which éaﬁ be dlassed as preparatory. ‘Schmitt compounds “the
?fproblém by adding a number of the unplanned components discussed in
the previous section: pafal}el motion, tpanéfositions, and variants
ﬁ,f,based on mathematical conveﬁieﬁce instead of”neung—huscular require~
 :_!mé§t$}' As preparatory material, thep; Exercises l.thrpugh 213 must

: beQéiasSgd;éébpoor; and if the level of skill is such that they can
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be played correctly, then they must still be given low grades because
of their low degree of applicability and extremely high level of re-
dundanc}.

The remaining section of the volume is composed of exercises
which are much more useful. Entitled "Exercises for passing the thumb
ﬁnder the fingers, preparatory to the practice of the Scales and |
Arpeggios', the section is truly preparatory in that it takes the
major component (the special motion of theﬁthumb) of a whole-task
activity (scale or arpeggio playing) and deals with it séparately.

The exercises consist for the most part of segments of scales
and arpeggios on white keys, centefing”around those points where
crossings occur. The arrangement is progressive, the thumb passing
under only ohe finger (the forefinger) at first and eventually under
several, with the intervals also becoming progressively wider. The
hands, when performing togefher, now play in contrary motion.

As with the first group of exercises, however, there are some

extraneous elements which complicate the basic m§tions. For example,
both thumbs must often play middle C at the same time (Ex. 1), an
unnecessary and annoying problem; or the hands may be placed solclose
togetherfasvtblcollide when the outer portion of the hand passes back
over the thumb:(Ex. 2); Occasionally the fingering becomes so awk-
wardvthat the“blaying of fingers other than the thumb becomes the
main task (Ex. 3). Several of the exercises consist of crossings
80 widely sﬁa;ed that the thumb action must be superseded by a rotary

forearm movement (Ex. L).
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There are several measures where Schmitt approaches the cpncise—
ness and efficiency which is the ideal of the modern exercise (Ex. 5).
Attentive practice of these measures would reap most of the benefits
to be found in the whole section; bﬁt, as before, explicit instruc-
tions are mandatory.

With the Technical Studies of Josef Pischna we are confronted

with a totally different style. Pischna (1826-1896), a Bohemian
pianist and pédagbgue who taught for many years in Moscow and later
at the Prague Conser&atory, lived to see his work adopted all over
Europe. It is subtitled, "Sixty Progressive Exercises, Containing
Studies on Trills, Scales, Chords, Passages and Arpeggios." It is
not, however, arranged in ény progressive order so far as difficulty
»of coordination is concerned.
In contrast to Schmitt, Pischna clearly intends that the muscu-
lar activities be composed of contrasting tasks in combination.
Most of the exercises are designed so that different patterns occur
gimultaneously in each ﬁand and between the hands. The first four-
teen involve finger movements in closed or nearly closed positionms.
of these,ithé first six are made up of five~-finger pa;terns in one hand,
and trilis onvdifferent pairs of fingers combined with held notes in
,T the other (Ex. 6). Exercises 7 through 14 call for essentially the
same movements, except that the intervals'aré somewhat extended and
the held notes occur at different places in the measure; In some,
'aﬁ‘arpéggio figure (confined within the octave so fhat there are no'

crossipgs)'ig'given with the instruction that all notes be held.
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Presumably this means that each finger is to hold its note after play-~
ing, raiéipg énl& immediately before its next turn.
There is no suggestion on the part of the composer that these
are preparatory exercises; consequeﬁtly the wish to combine differ-
ent movemenfsiinto complicated whole-task activities is perfectly ac-
ceptable in principle. But it would seem that, to meet the criteriOn
.~ of efficiency, the movements to be combined should be different enough
so that their coordination calls for a genuine restructuring of the
éctivities of the central nervous system. Such is not the case herej
if the level of,ékill is already high enough to perform the basic
movements sepafately, then the only problem posed by the first four-
teen Pischna exercises is that of'"learning the notes," something
better reserved for concert pieces. |
Different types of movements are combined in Nos. 15 and ;P,
which total four separate exercises (some of the numbered exercises
are subdivided into as many as eight, and many have preparatory exé .
ercises as we;l). In this group, while one hand is continuing trill
- patterns while holding other notes, the other hand is.occupied in. per=-
‘forming broken octaves. Thus it is presumed that finger movements
.ére to be cdmbined with forearm rotation.

] The notation, however, is confusing. Instead of being written
as sixteenths, the broken octaves have their ﬁpper and lower notes
‘sc0ped as twévseparéte voice lines, each in ;egéfo.eighths (Exp 7).
A literal realization is impossible with.ope~pan§,}éﬁd7we are‘left

4

with a classic example of an exercise which cries out for some sort

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



£

£9

of written explanation. Only two directions are to be found throughout
the entire volume: The frequent injunction to "hold down all the
fingers“ and the ubiquitous '"practice in all keys."

The passing under of the thumb, with hand croséing in the inver-
sions, is introduced beginning' with Exercise 17. Instead of the bre§ity
of Schmitt, Pischna offers lengthy and highly redundant diatonic pat-
terns, in parallel motion or in combination with other finger patterns,
which eventually culminate (in Exercises 39 and 40) in all the scales
arranged in parallel octaves, thirds and sixths, and in contrary motion.
Some of these exercises are as long as many of the Czerny etudes.

Interspersed along the way are a few octave and rotation exer-
cises, the latter in broken octaves and sixths. Once again we are at

a loss to know what movements are intended. Occasionally, a dynamic
mark provides a clue: in No. 35, for instance, one gathers from the
fortissimo that the left hand octaves are played with the whole fore-

“arm rather than from the wrist (Ex. 8).

In.EXeréises 42 and 43 the octaves become full chords, alternate-
‘ly solid and arpeggiated. The triplet broken octaves of Nos. L4 and
45 call for extra effort from the fourth and fifth fingers, as do the
trills of No. 52. No. 57 (Ex. 9) is ciearly a stretching exercise,
but it is impossible of safe execution by anyone who cannot com-
fortably span a tenth already; and if he can_do so, his hands are bié
enough. No. 54 is an exercise involving pairs of repeated notes,
andvégain one asks, "How?" Should one employ flexion only (a "snap-

ping" motion) or flexion and extension (as in finger staccato)?
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. Taken as a whole, the Pischné volume represents a case for which
the type of criticism voiced by Newman would seemfentirely apropos .
It contains almost nothing of which the part-task components could
not be far more efficiently learned in isolation. Conversely, most
of the movements to be employed are combined into whole-task activ-
itieé whose learning would be a waste of time; they simply combine
already-méstered basic skills into activities which are the equiVée
lent of those to be found in the concert repertoire.

The next work to be considered is, of cdurse, the most famous _'

of all. The Virtuoso Pianist, by the French®pianist and teacher

Charles-Louis Hanon, has enjoyed an unparalleled record of distribu-
tion and durability. It stands as an early effort at clarity, con-

ciseness and genuine communication with the player. The volume be-

_gins with a lengthy preface, in which Hanon leaves us in no doubt as

to his own opinion of his work:

.. . For several years we have labored.,.to unite in
- one work special exercises which render pOSSlble a com-
plete course of pianistic study in far less time,

To attain this end, it sufficed to find the solu-
tion of the following problem: If all five fingers of
the hand were absolutely equally well trained, they
would be ready to execute anything written for the in-
strument, and the only question remaining would be that
of flngerlqg,cwhlch could be readily solved.

v We have found the solution to this problem in our

work. . . . In this volume will be found the exercises. neces-

" sary for the acqulrement of agility, independence, strength
and perfect evenness in the fingers, as well as supple»
ness of the wrists--all indispensable qualities. . . Further-
more, these exercises are calculated to render the left

hand equally skillful with the pight.7
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The next statement 1s truly remarkable:

These exercises are interesting, and do not fatlgue
the student like the generality of five-finger exercises,
which are so dry that one requires the perseverance of a
true artist to summon up courage to study them.

This papérgis not concerned with the formulation of judgements
concerning the musical worth of the works in question, nor with the
musical taste of its authors. But to anyone who has studied Hanon,
the above quotation is revealing, especially in company with the

paragraph which immediately follows it:

These exercises are written in such a manner that,
after having read them a few times, they can be played
in quite-a rapid movement; they thus become excellent
practlce for the fingers, and one loses no time in study-
ing them. If desired, any of these exercises may be
played on several pianos SLmultaneously, rousing a spir-
it of emulation among the students, and habltuatlng them
to ensemble playing. :

What is revealed in these quotations, as in the exercises them-
selves, is the kernel of a whole philosophy of piano teaching which
pefsists‘even today, namely, that the essence of good piano practice

is relentless repetition. The chief characteristic of The Virtuoso

Pianist is the endless reiteration of sequences in C major, a pattern
ascending a step at a time for two octaves and its inversion coming
béék dowhf.iThé exercises do not make usé of transpositions; not a
biack_key is touched until No. 39, where G-sharp is played as the
séventh degree of the scale of A minor.

Hanon attempted to arrange the exercises in such a manner that
thd fingérs which became most fatigued in each pattern would be some-

what relieved in the next, but as so mahy of the exercises are very
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similar, and make use of ali five fingers, it is difficult to see how
this is accomplished. In the exercises which are designed to make
extra use of cértain fingers, such as the fourth and fifth, their re=-
lief comes at the beginning of the inversion, since at this point‘
each hand takes over the finger sequences of the‘other (Bx.{lo).
A few of Hanon's written instructions deserve comment. For the
entire volume he directs, "Lift the fingers high and with precision,
- playing each ndfe,very distinctly." Here, .of course, is the old
fallacy that clarity is a function of range of motion. But clarity
~ is the outcome bf con§istency in the timing, degreelof pressure, and
duration of key-descents, and is go&erned exclusively b& the nervous
system; it has nothing whatever to do with range of motion.
Exercise U4l consists of triplet repeated notes, fingered 3-2-1.
Hanon's.instructions are, "Lift the fingers high and with precision,
without raising hand or wrist." Again, the motion is wasteful. In
‘faCt, rapid repeated notes with this fingering, as well as quadruplets
fingered 4-3-2-1, are most efficiently played by snapping the fingers
under the palm, since both the attack and release of the key take
‘place in’one direction.
Exercise 45 (Ex. 11) is made up of two-note slurs to be performed
: ih turn by each pair of adjacent fingers as well as the combinations
2-4 and 1-3. Once more we encounter a design governed by mathemati-
cal_combinations; the unequal fingers are to be made equal by giving
leaéh paiﬁ éxactly the same task to do. And thé onlj advice given for.

thiS'exercise is that the first note of each pair be accented; there
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" are no clues as to the type of accent or any of the motions to be -
employed. o
Thus, for all the composer's conscientiousness, the written direc-
tions which preface each.exercise afe not specific enough to tell the
player much about his actual movements. Out of all sixty exercises
there are three injunc¢tions which deal explicitly with the type of mo-
tion envisioned: one is the already-quoted instruction to play with
high fingers;vandther, preceding No. 58, wﬁich consisfs of sustained
octaves accompanied by repeated notes in the inner fingers (Ex. 12),
reads, " Strike thé octaves vigorously without lifting the wrists,
and hold them down while deftly executing‘the intermediate notes."g
This is quite specific, thngh one wonders how to get from octave to
~ octave without lifting the wrists. The third chqrge deals with tﬁe
execution of the tremolo, in Exercise 60: "By oscillations of the
- wrists, the rapidity is still further augmented."lo Here it is
safe to'assumé that Hanon wants forearm rotation. There are a few"
- other insfrugtions which imply that all octaves are to be playeq
using the wrist as the fulcrum, but usually they merely tell the .
'%player‘hdw the author wants the‘exercise to sound: '"Execute this
’exerdise véryvsmoothly‘and evenly, striking each Third very‘clearly";ll
‘“play these scales legato, and véry_evenly_'_';l2 or, "where the finger-_:
ing is changed, be careful that not the s;ig£test unevennese is ap-
parehtl"la
G Many insténgés of unplannea elements could be'cited. Exercises

¥

‘T325”33 an?»Su, for ekample, are made'upfof patterﬁs which efficiently
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Aisolate those portions of tﬁe C ﬁajqr scale where the thumb must pass
‘under the hand. But by employing the familiar device of reiterating
the pattern in diatonic sequences (Ex. 13), a repeated note is in-
troduced once each measure which inevitably results, with unskilled .
players, in an extra movement of the arm. No. 37 (Ex. 1l4), in which
only the thumb plays, is a much more efficient exercise if properly
performed. |

A major portion of the work consists of all the major and minor
scales and the arpeggios onhmajor and minor triads in root position,
all with what have been universally accepted as the standard fihger-
ings. The necessity of including these in any pianist's basic equip-
ment can scarcely be gainsaid. It should also be notedwthat Hanon
introduces wrist flexion»wifh the hand in a comfortable closed posi-
tion: No. 48, the first such exercise, begins wifh thirds on repeated
notes, ppogreéses to diatonic scales, and later repeats the same pat-
vterns in sixths. Finally, in No. 51, the hand is extended to the
octave. |

But for the most part, The Virtuoso Pianist must be accounted a

work of limited usefulness. Its goal seems to be primarily the me-
chanicalkstrummihg of white #eys at a single dyﬁamic lével,_and its
method of'achieving it is the presentation of repetitious pattérng
which, in the absence of specific instructions, are subject to the
employment of many kinds and degrees 6f parasitic movements.

.} But if bulldlng musculanr strength at least, can be done by re-

petltlon of muscle activity to the p01nt of fatlgue, Why cannot Hanon
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exercises servé the purpose? The aﬁswer is that they can~-eventually.
.So, for that mafter, can drumming on a table top.  What the student needs,
' however, are exercises that can do this with the most efficiency,

the least redundancy, and thq‘greatést clarity of goal. Moreover,

the constant search for drill materials which provide the greatest
benefit in the most concentrated form is aimed not only at allowing
the student more time for repertoire. It is also directed at avoid-
ing, as much as possible, long periods of fime spent in making sounds
that are uninteresting, so as to checkmate the easy habit of play-
ing withoutva steady, conscious attempt to influence the onward flow
of a musical form.

The Brahms Fifty-one Exercises are definitely for students who

have already mastered such basic skills as individual finger move-
ments and simple scales. From the very first, one is struck by the
'fact‘that,the whole volume‘is designed to stress the more sophistica-
ted and s@btle elements of technique; that is to say, those activif—
ies which are_necgssaryL}or the control of the musical--as opposed
to the merely digital--elements of concert pieces. Problems of tem-
éé,{rhythm, phrasing and‘dynamiés abound, together with such problems
~as the infel;igible rendering of separate and contrasting voicé lines
\_;' and the stressing of inner voices. In addition, some of the digital
problems the;selves are among the most ingeniéus to be found'an}where.
The exépcisés'are not comprehensive in the sense that all the

" standard movefients are covered; little attention, for example, is

_given to octaves, skips or repeated notes. On the other hand, many

1

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



/

tasks are dealt with which are not ordinarily found in exercise books
but which often appear in the Rdmantic literature: crossings by fingers
other than the thumb (Nos. 13, 34b, 34c); rapid changing of fingers |
on held notes (43a, 43b); broken chords in which two notes are struck
" together during the arpeggiation (3la, 31b); and the sliding of fingers
~from a black to a white key (25a, 25b, 25¢).
Brahms does not provide written instructions concerning movements;
even fingerings are often left to the player. What these exercises
do is presuppose a musicality on the latter's part, as well as a cer-
tain minimal level of‘dexterity. It is often the musical effect which
points the way to the propeg.movements. Yet a few of the exercises
~approach thé ideal of being virtually irﬁpossible of execution except . . '
with the proper movements: Nos. 43a and 43b, for instance, cannot be -
performed as written without a flexible opening énd closing of the
“hand; in thé language of physiology,’they are premier exercises for
the abduction and adduction of the fingers. Similarly, Exercise 4,
by’its deﬁign, demands a freedom of movement at the wrist: the hand
must turn in order to connect the tones of'the<Legat6 voice, espe-~
~clally since the key is A-flat; and it must turn back to play the in-
fervening notes a sixfh below. |
© The first six éxercises (la through 1f) are basically scale pat-
terns, but the main problem is rhythm: the player must learﬁ to com-

bine three notes with four, four with five, six with seven, and seven
with'gight (Ex. 15). Despite calling for a fairly complex whole-task

activity these exercises point to a goal that is ynmistakable: - skill,

IS
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not strength, is the desired fesﬁlt, énd the specific skill.is the
mastery of pblyrﬁythms. It is absolutely impossible to play these
exercises in a thoughtless, mechanical manner. -

Nos. 2a and 2b (Ex. 16) provide.a conci;e study in playing scales
invdouble thirds. Only one key is used (A major), and the hands are
alterﬁated s§ that fatigue is avoided. ' The constant crossing of hands

- adds an additional_task, albeit a purposeful one, and it would seem
more convenient to begin with 2b, in triplets, rather than 2a, in six-
teenths. Bxéduted grécefully,.however, the croséings of the hands
automatically obviate fixation of either hand in a rigid posture;
they also add musical interest.

No. 3 is an ingenious exercise for the weak fingers, far more
efficient for this purpose than anything devised by Hanon. Nominal-
ly an exercise in thirds, it connects each sequenée with a finger-
ing in which the fifth finger must play three notes in a row while
the third and fourth alternate (Ex. 17); moreover, the outer fingers
must ébduct at the same time. Since abduction, flexion, and extension
at the_main kngckle all involve the lumbricals and iﬁterossei, the
égercise‘is excellent for bringing about an increase in'strength where
it ié most heeded; thé,waakést finger, in fact, plays fhg greatest
number of tiﬁes. |

Bxerciges 5 and 6, each with a preparatofy eﬁercise, consist of
‘brokén octa?es which shift an octave higher or lower with each péirA
of néteé (Ex. 18). The time and éffort demanded ﬁduld not seem to be

fepéid in terms of rewards that gould,pot,bé found in equally concise
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.form in many concert pieces?—Brahms own concertos, for example.
‘The same may be said of many of the exercises which simply demand
the cooodination of already-mastered finger movements, ouch as 17 and
33a (Ex. 19). But the indications of dynomics or touch often imply
a method of performance which add task-components that make the effort
wofthwhile. Nos. 82a andf$2b provide an illustration: o legato innef
voice in eighths is surrounded by'an accoppaniment of 32nds in the
same hand (Ex. 20). But the indication "leggiero" for the 32nds im-
- plies that thé notes of the legato voice must not merely be held--
they must be played louder. We thus have an exeroise not only in
finger coordination, but coloring. vCompare this with Hanon, where
varieties of color aﬁd touch are utterly absent, énd where the first
dynamic mark occurs in the East exerciée, No. 60. Hanon and Brahms
are both consistent, but their goals are altogether different. Hanon's
~_goal is clear enough: "Learn to push down levers.' With Brahms it
becomes: "Leorn to make musical sounds."

By now it would‘seem to be more or less apparent that our cri-
teria--applicability, versatility, and efficieﬁoy~-are-highly variable
factors which depend in large measure on thé level of development.
Théﬂéffiéiency_of a p;eparatory exercise, for instance, will be gauged
in part by the degree of success with which it isolates certaio tasks}
on tho.other hand, aﬁ‘exercise of- the whole-task type might be judged
by'its.success in crowding‘a judicious combination of components into

A'aoShortlspanAof time. Similarly, an exercise:may be gpplicable toione
‘situation or leval_oflskill and nof another--this is why its place-

ment in a group may be a factor in its evaluation. Again, the versa-
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tility of an exercise will probably be a function of its design: a
relatively simple, part-task type of exercise would tend to admit of
more variations of touch, tempo and so forfh, thaﬁ a more‘complex one
which has its versatility "built in." One criterion, however, remains
invariable: clarity of goal. Our opinions of the goals themselves
may vary, but the author's intentions must be clear.

In 1929 the eminent Hungarian composer, pianist,and teacher
Ernst von Dohnanyi (1877-1960) published a collection of exercises
which stands as an important landmark in the 20th cenfury trend to-
wards the elimination of redundancy and:excess. In a lengthy pre-

face to his Essential Finger Exercises, he argues the case for hon-

ing drill material down to its bare essentials:

In music schools piano tuition suffers mostly from
far too much exercise material given for the purely tech=
nical development of the pupils, the many hours of daily
practice spent on these not being in proportion to the
results obtained. Musicality is hereby badly neglected
and consequently shows many weak points. The fault lies
on one side, that the pupils are not taught to practice
properly, and on the other hand, that far too many studies
and exercises are given from which only little value can

~ be gained, whilst not enough time is left for the study

of repertory pieces. . . . Finger exercises are preferable to
. studies (since) the whole attention can be concentrated
" on the proper execution, which is most important. . . . Even

- Czerny is superfluous; it does not contain anything of
essential importance which might not be acquired through,

-‘finger—exercises; or by conscientious practicing of ap-
propriate passages of pieces. ! '

By way of general advice regarding moveménts, Dohnanyi has this
to say: 9
: The exercises have to be played forte with all pos-
sible strength, slowly and with well raised fingers, as
well as piano in more rapid tempo. For training, the
forte and slow practicing is more beneficial. To prac-
tice too slowly is a waste of time. The most rapid tem-
po in which the exercises can be played faultlessly gives
- best results. ‘ :
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An opinion has already been rendered on the usefulness of exag-

. gerated movements. Moreover, the final sentence in the quotation
would seem to contradict the second, wherein slow, forte practicing
is held to be most useful, since‘e gradual increment of skill would

tend to increase the tempo and reduce the ranges of motion. It is
, 5 ,
not clear whether by the term "training" Dohnanyi envisions an increase

in skill or strength, or both. One suspects the former, since earlier
in the Preface the author is at pains to say:

The less time spent on purely technical studies, the
more important it is to practice with fully concentrated
thought. . . . Wh%n playing even the simplest of finger exer-
cises, the full attention must be devoted to the finger-work,

\ each note must be played consciously, in short: not to
practice merely with the flngers, but through the flngers
with the brain.l0

What is quite‘clear.is that Dohnanyivwishes to leave no doubt- as
to his impatience with the old method of mechanical repetition. It
is not an exaggeration to say that his influence in furthering the
.cause of concentrated mental activ;ty in piano practice was equal in

importance to the ingenious capsulizing of many of the exercises them-

selves.
Dohnanyi uses the term "finger exercises" in the broadest sense,
LI
as his werkvcovers virtually all phases of technique. 'The volume is
divided into three secfions, entitled: "Exercises for the indepen-
, dence‘and strengthening of the fingers"; "Scales and chords"; and
"Double-stops." The sub-titles are not strictly accurate, since the

flrst section includes a few exercises in repeated chords and tremo-

los, the seeond 1ncludes arpegglos, and the thlrd octaves and broken
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octaves. The arrangement is not meant to be progressive; in the Pre-
face the author provides a complete list of the exercisesvgroupea into
one of three levels of difficulty. |

| The first section relies heavily on the device of holding certain
fipgeré‘while>playing others, and most of the exercises exploit the
convenient strétegem of utilizing ali possible arithmetical combina-
tions. Yet they represeﬁt a significant advance in efficiency in
several wajs: for one thing, the patterns avoid the redundancy of
repetitions and séquences; for another, the.author consistently avoids
‘the injunctioﬁvthat a C major exercise be practiced in all keys--if
other keys are felt to be beneficial he lists those only, or else
writes out the transpositions in full; furthermore, the exercises
utilize either parallel or contrary motion according to a specific
‘design.

Exercise 12 (Ex. 21) is a good case in point. It consists of
simplé diatonic patterns in five-finger position, each finger play-
ing in‘anerical order. How is it more efficient than, say, the fifst
exercise OfVHanon? There are a number of ways:

| 1. .It is written in contrary rather than parallelimotion,
making it easier to concentrate on individual movements
then the hands are playing together.

2. The order in which the fingers play is reversed every -
three measures.

3. The first note of each beat is accented.

4, Because of the rhythmic design (quadruplets in 5/4 meter),
the accent falls on a different finger each time.

‘5. The chordal pattern changes every measure in a regular
sequence: major, minor, diminished."
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Thus; several more skill componeﬁts are added to an exercise
which uses the same movements as the_Hanon Nos 43 the only addition-
al movement is the accent, and, in contrast"to?the Hanon, there are
no gaps between fingers,

All the major and minor scales, as well as the chromatic, are
combined into one exercisé_(No. 13). It is rather long, but, unlike
Pischna, Dohnanyi doeé not change from octaves to thirds‘and sixths,
so that the exercise takes no longer to learn than the scales them-
selves. The following two exercises, however,‘may be open to the
charge of redundancy: the same grouping of scales, except that the
melodic minor replaces the harmonic, is given, first in sixths and
bthen in tenths. No. 21 presents all major and ﬁinor scales and all
diminished seventh and dominant geventh arpéggios in contrary motion.
A more efficient exercise, of equal applicability; is No. 22, com-
‘prising all the major, minor, diminished-seventh and dominant-
seventh arpeggios, all performed with the same fingering -

‘thrqughout; The retention of the C major-fingering fesults, of course,
in many awkwafd crossings; this illustrates another familiar device,
that of exaggerating a difficulty on the assumption that it will there-
by be made easier to master in its ordinary form. Whatever,fhe merits
of such a theory, it has the negative value in this case of rendering
the exercise susceptible of quicker learning than it would be if the
fingerings changed with each new key (Ex. 22). |

The scales in double thirds, major and minor, are presented as a.
single exercise, in exactly the same musical pattern as the_fcales‘of

-No. 18. About scales in double sixths, Dohnanyiyhaé‘thiS'to says
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It is absolutely unnecessary to practice the very dif-
ficult scales in double sixths in all keys. The chromatic
scale in major and minor sixths is sufficient.l?
Thus, Exercise 34 offers double sixths in chromatic form only. But it
might be argued that No. 32 (Ex.23), an exercise in alternating double
sixths in several positions, makes the chromatic sixths superfluous as
well, | |
Many of the exercises which.consist of double notes or cherds
in solid form are followed by variants in which the same notes are
broken. As mentioned earlier, the variants call for totaily different
v movements andeould seem to be out of place and, on occasion, redundant.
The variant of the four-note chords of No. 25a, for example results in
- -another arpegglo exercise (Ex. 24),
| Unfortunately, Dohnanyi provides littlevin the way of specific
instructions to the player. A rare exception preéedestxercise 38, in
octavee:

)

This exercise is to be practiced forte from the arm
and Elano from the wrist; both ways with different finger-
ing, i.e., once throughout with 1-5, and then alternatlng
1-5 with 1-4, whereby 1-5 come on the white keys and 1-4
on the black keys.l

The advantage of using the fourth finger on black keys, of course;

| is that the~£end can be positioned so that the fourth and fifth fingers
are always over black ahd white keys, respectively, and there is little
motidn lost in having to shift to and away from the’fall-bqard; only the
thumb must be slightly repositioned in tranferring from one to the other.
Bgereise 23 is unique among all the works under consideration. It

consists‘of scale patterns, identical with No. 18, but executed with the

L L ;
7 .
i
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hands crossed, i.e., with the.pight hand one octave lower than the left.
Cross~-handed paseeges always cause a sense of disorientation, and it

is difficult to decide whether the mastering of_them realiy results

in restructuring the nervous system‘in any significant way, but one
advantage of them, provided the hands are playing the same patterns

in parallel.motion, is to bring the left--usually the weaker--hand

into more prominence from the standpoint of the ear. One of the objec~
tions te the constant use of parallel motion in the regular positions

is that it is- easy tor the left hand to "hide" behind the right, so to
speak. It is one of the most common of faults for a student unconsciousé
ly to use a strong rlght hand to cover a weak left. That is why Hanon
erred in assuming that exercises in parallel mgtion would automatlcally
produce equality of strength and skill between the hands.

About six years after the publication of Dohnanyi's Essential

- Finger Exercises, Hans Barth's Technic, in three volumes, appeared.

~ Barth (1897f1956) was for many years a judge for the Naumburg
competitions in New York, and at the time of his untimely death was
Dean of Judges of the National Guild of Piano Teachets.' His lectures
on_piano technique, as well as his publicatione, attracted a wide fol-
lowing all oter the United States.

Barth attempted to systematize the teaching of technique by divid-

ing it into twenty-five separate categories or "branches" according to
both EUSlCal pattern. and functional area of the hands and arms. Thus,

in addltlon to Scales, Arpeggios, Octaves, Repeated Notes, Thlrds,

Glissandos,tetc.,~some of the branches include Fourth— and Flfth—flnger
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Exercises, Arm-drop Exercisés, Wrist Exercises,,Stretching Exercises
and Thumb Exercises. The three volumes progress generally from elemen-:
tary to advénced, but the exercises within each bookvare arranged in
sets of four,'each‘set ﬁith the‘heading "Daily Exercises" and applying .
four of the twenty-five categories. A daily regimen, characterized
by controiled ?ariety, is offered which gradually advances the studeﬁt.
through gll phases of technique. .Volume III only is examined here.
Thé.exercises themselves aré, for the most part, disappointing.
They comsist in l;rge measure of musical pattérns which have been
encountered over and over in the techmical literature, and which could
in many cases be repléced by similér patterns taken from conéert pieces
to be learned. Thus, instead‘of the octaves of Exercise 3 of Set 1
(Ex. 25),.one might as well learn Liszt's Sixth Rhépsody, or substi-
tufe portions of Chopin's Etude in C minor, Opus 25, for the broken
chord patterns of No. 4, Set lb (E#. 26). Yet a few of the exercises
do encapsulate certain basic movements in highly efficient form. One
 of the best is No. 1 of Set 21, a preparatory exercise for seales in
double fhirdé (Ex. 27). The patterns of diatonic thibds, of graduated
difficulty;‘all_focusyon the sideways motion of the arm which must
~occur in cémplefe scales as the hand shifts from position to position.

)

‘Again, thglékercise in legato octaves, No. 1 of Set 24 (Ex. 28), neatly
isolates the individual movements and difficulties. All the exercises
have the merit of brevity.

+  The real significance of Barth's Technic lies in the author's

‘efforts to communicate a description of basic movements. At the begin-

T
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ning of each volume in a page entitled "Suggestions for Practicing the
Exercises in Books. I, II and III." Here are several of these, quoted

in full:

Scales: Keep hand in one position, avoid twisting at the wrist.

Broken Octaves: Turn hand from side to side from the elbow in
a rocking motion, gradually lessening motion as speed increases.
) - & :

Repeated Notes: Let fingers slide towards the palm of the hand,
the arm making a slight outward (away from keys) motion as
the 4th, 3rd, and 2nd fingers are played, then returning to
first position as thumb plays.

- Bringing Out Individual Notes in Chords: When bringing out an
outer finger (the thumb and usually the 5th flnger) lean the
“hand in the direction of the finger that is to bring out the
tone. When a middle finger is to bring out a tone, extend
that finger about an eighth of an inch further outward, keep-
ing it firm, so that it hits the key a fraction of a second
ahead, (not audible).

Glissandos: Whether you use the thumb or the 3rd and 4th fingers,
the nail should at all times face the side of the key, and be
as vertical as possible so that no part of the flesh touches
the keys. Keep the hand very relaxed, although the fingers
playlng should be firm.20
Many of the other suggestlons are not so explicit, and none are as-
complete as the author would have liked. It is known, in fact, that
Barth wished to publish a separate book of suggestions as a companion
to_the‘__exercises.lg But for the first time in this study is encountered
a consistent effort to present drill material in company with-instruc—

tions that attempt to come to grips with the player's actual neuro-

muscular activities.

Leon Conus (1871-1944) among whose fellow students at the Moscow

Imperial Consérvafory were Rachmaninoff, Scriabin, Medtner, and

ER 3
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Josef Lhevinne, achieved international recognition as one of Russia's
finest pedagogues. In 1924, in collaboration with his wife, Mme.

- Olga Coﬁus, he founded the Russian:Conservatory in Paris, later moving
to the United States, where he joinéd the faculty of the Cincinnati

‘College of Music. The Fundamentals of Piano Technique, in two volumes,

is a joint effort, compiled and enlarged by Mme. Conus and first pub-
~lished in 1952.

A number of the exercises appear in both volumes. Book I,
however, begins with the preparatory stages and progresses to exercises
that are moderately advanced, while Book II presupposes in inter-
mediate level of skill and proceeds to exercises of virtuoso caliber.
Both volumes are rich in written guidelines; indeed, many of the
exercises cannot be executed without specifid instructions. The

general goals envisioned are stated in the foreword to Book II:
In order to facilitate study and systematize these
~ contents, I have divided the exercises into seven cate-
gories, first according to their classification, and

second according to difficulty: Exercises for Extensions,

Five-finger Exercises, The Passage of the Thumb, Exercises

for the Trill, Seales and Arpeggios, Exercises for the

Wrists, and Exercises in Double-Notes. Thus, each of
these exercises has a special aim or purpose.

Each category is then given a brief raison d'€tre. For
example:
The Extension Exercises are designed to facilitate

/" stretches, loosen the hand, strengthen the fingers and
_give them independence. B

‘The Thumb must be specially trained, for its responsi=
bility in piano playing is very great in so far as
skillfulness in changing positions and maintaining
legato are concerned. '
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Devotion to the concept of "practice with a difference"--variety
- inatead of mere drudgery--is urged:
: ' S :

To obtain the best result in practicing exercises, one must
vary the method of work. This can be accomplished by the fol-
lowing:

1. Play all exercises at different speeds and keys.

2. Use different touches and nuances.

3. Change all exercises by utilizing various rhythms
and by displacing the accent.

4, Invent different fingerings in addition to the ones
illustrated. ‘

5. lMemorize all exercises.

The chief value of these instrucfions lies in their flexibility.
Rather .than merelyvtranspose each pattern to all keys, the player is
asked to develop his own ingenuity and insight; he must decide for
‘himself what variants are appropriaté for each exercise, and not frans-
positions only but changes of rhythm, touch, nuance (which would

“include dynamics) and even fingering. These instruction, of course,
are found in the Foreword to Book II; in the first volume such vari-
‘atibns as are expected are usually included with each exercise itself.

Book I is divided into the same categories as Béok 11, with the
gddition, at'the beginning, of a section entitled Preparatory
Exercises. The first four exercises of this group deél with the
basic movements of the fingers and wrist which are to be found in the
ehtire volume, and are models of applicabilify, efficiency, clarity,
and isolatién of task~-components. In Exercise 1 the piayer is in-

', é%rudted to makeIOnly simple extension movements: |
- Place the tips of five fingers on five keys, and

'WITHOUT PRESSING, slowly raise each finger four times
: silently.22
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The design of the exercise is such that parasitic movements are
easily detected; if any unwanted flexion of either the fingers or the
wrist tékes place, a key’will be at least partially dépressed; if the
wrist or any flnger other than the one desired should be even slightly
extended, one or more fingers will lose contact with the surface of the
key; and if’both flexor and extensor groups should tense together in
synergy, the tension is detectable by the slightly spread, rigid pos-
ture of the hand and the increased prominepce of the extensor tendons.

In Bxeféise 2, virtually no movements are made except at the

- wrist joint; the player iS'instructed to hold single notes of four
counts each andvalternately raise and lower the wrist with each beat.
The goal is the establlshment of possibly the most 1mportant codrd-
ination in piano playing; the simultaneous maintenance of stabilized
finger joints and a flexible wrist.

Exercise 3 appears to be a simple row of quarter-notes ih five-

finger positionj but the player is instructed to raise each finger_

‘ before.étriking its key, while the previouS‘nofe is still being held.
The overlapping of movements thus produced--stabilized fléxion in one
fipgér and extension in the next--assures independence of finger move-

S ‘meﬁt.

The fourthvexercise introduced the very difficult task of learn-
iné to play with.passive, rather than active,_movements. Pairs of ad-
jacent fingers depress pairs of white keys utilizing fhe wrist movement

Hflearﬁed in No. 2: the wrist lqwers on the first note of each pair and

 raises on the second. The new element is the playing of the first note
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by releasing the weight of the arm instead of by employing muscles as
primé moveré; in so-called "arm-weight" playing the muscle groups
involved normally function only as fixation muscles.

It will be noticed that Exercises 1 and 3 qall for exaggerated
finger extensions. But in the Conus exercises high finger action is
put to a wholly different use than in those of Hanon or even Dohananyi.
In the latter volumes the player is directed to play repetitious pas-
sages with exgggerafed finger movements for the purpose of developing
strength and clarity,’a practice which appears to be based on miscon-
ceptions concerning neuro-muscular functions. In fhe exercises pre-
sently under consideration, high extensions are made for the sole
purpose of isolating movements. Moreover, they invariably appear only
on select notes within groups, and are performed slowly and without
undue force. Exercise 5 of Book I offers an illustration (Ex; 29):
The direction accompanying the exercise is, "In passing from one measure
to the next the repeated note is to be played with raised finger action.".

- : :

One note out of eight is to be played in this fashion for the purpose
of masking out the parasitic arm movement mentioned in connection with
Hanon Nos. 33-35. Similar use of isolated high-finger movements is
made thrqughout'both books, although written directions concerning their
employment are not always sufficient or even present.

A number of exercises are designed to develop relaxation as a re-
curring rather than a continuous condition, with the alternation of

tension and release in appropriate muscle groups. Exercise 3a, Section

VI, of Book II is virtually identical in note-pattern with Dohnanyi's
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- No. 9, but the géal is more‘subtle; in addition to imdependence of fin-

~ger movement the exercise develops the all-important phenomenon of
intermittent relaxation. Accompanying the notes is the injunction,
"Slow; after the stretch the hand resumes its normal position." Thus

. the rests, during which the elastic--not rigid--hand automatically
returns to a closed position because of the rhythmic relaxation of its
~abductors, are the most important partsof the exercise (Ex. 30).

The employment of the wrist and arm receive a lengthy and detailed

commentary:

In practicing the so-called '"heavy wrist" exercises the
arm and shoulder are brought into play. The wrist is thus
kept flexible while each note is attacked from the arm and
shoulder. . . . the weight used is supported by the fingers alone,
which remain relaxed but firm enough to support the weight
employed. The "light wrist" exercise is the practice of the
hand movement alone. The hand is used lightly and indepen-
dently--as a finger--while the arm remains completely quiet.

The "heavy wrist" exercise goes Hanon one better by beginning with
single notes, played by the third finger, and progressing to thirds and
sixths. The movement is identical with that which Barth calls "Arm-drop."

Most of the exercises for scales and arpeggios, having been prece-
ded by a whole section dealing with the passage of the thumb, are éom—.
posed of portions of the scales themselves in a variety of rhythms and
vpattérns. Exercise 1 of Section V (Book I) presents scales in-differ-
ent rhythms, with the task of making raised-finger accents on the first’
note of each group. Some of these are open to the charges of repetition™
and fedundancy: a group of six, for exampley is merely a multiple of

three--the only difference is speed. But also included are the unusual

rhythms of five and seven, and variants such as dotted rhythms and other

T
3
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alternations of note value. ‘Thesexercises.whiCh cluster groups of
notes on different scale steps while retaining the scale fingering
(Ex. 81) compel the player to concentrate without interruption; No. 8
of this group (Ex. 32), in which one note is added to the scale at a

. time, likewise fixates the attention on fingering,.ahd also on re-
taining a mental picfure of the next high note to be added. This groﬁp
of exercises provides excellent opportunities for repeatedly perceiv-
ing the same situation from new angles. |

Taken together; the Conus Fundamentals of Piano Techﬁique must

be judged é significant advance toward the ideals of intelligibility

of instructiéns,vdistillation of, and control over, task-components,
and presentation of non-redundant materials for extra-musical practice..
They reflect a high degree of both physioclogical and psychological.
insight. |

IV. CONCLUSION

In tﬁ; course of evaluating examples of exercises it has been
clearly impbssible to give a full account of each volume. The intent
. has been rather to illustrate and evaluate various types of exercises, .
. togethervwith'thg general approach and method of representative compo-
.sers. The evaluations are based on a practical knowledge of piano
playing which has been leavened with some recent theories of medical
science in the special disciplines of psychology, physiology, kinesio-
logy and neuﬁoiogy, as well as basic facts concerning the piano itself.
It is'easy to take advantage of the benefit of‘hindsight. The

- criticisms, both ekpressed‘and implied, of the technical repertoire A
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of the past are in no way caléulated.to.demean the valuable efforts
and dedicatioh of those pedagogges:who; working with the best knowledge
then available, de?oted themselves to bringing the highest ideéis of
piano technique within the reach of‘the avepage student. The primary
. goals of this paper have been to demonstrate, first, that a signifi-
cant evolution has been taking place in the literature éf technical.
drill méterials for the piano; second, that the trend of this evolu-
tion has been toward conciseness, precision and better communication
with the player; and, third, that the criteria offered in the first
two sections of this chaptef, based in turn on the guidelines presented
at the end of Chapter II, represent a reasonaﬁle ideal for the design

of such matefials.

END
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NOTES

I.

1. See the author's article "Relaxation in Piano Technique" for
more thorough discussion of relaxation.

1I.

1. See Basmajian/Control, u480.
2. Gray, 4}5{
3. See\Brown, Long, and Weiss, L58.
4. See Gray, 497.
5. Darling; 30.
6. See Gray, 503-51k.
7. See Gray, 416.
»8. Basmajian/Receﬁt Advances,, 173,
9. Darling, 27. |
10. Dar;ing, 28.
11, Darling, 30.
‘12; O'Connell and Gardner, 342, 344.
13. Cross, uss;yitalics added. -
14, Cross;;488.
15.‘ Cross, 488,
16. Cross, 489.
17. Cross, u489.
| 18. See O'Conne}l and Gardner, 355;

19. See Darling, 3l.
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* 20. See Darling, 30.

21. Hellebrapdt‘and Waterland, 55.
III.

1. Newman, 35.
2. Newman, 3u4.
3. Dohnanyi, Preface, 2.
4, Schmitt, 13: direction for exercises ;70-213.
5.v.Schmitt, 3.
6. Schmitt, 3; italics added.
7. Hanon, Preface, for this and the next two quotations.
8. Hanon, 2. |
9. Hanon, 106.
10.  Hanon, 110.
1ll. Hanon, 95.
‘12. Hanon, 87.
13. Hanén, 76.
14. Dohnanyi, Preface, 2,.3.
15. Dohnanyi, Preface, 5.
16.: Dphnanyi; Preface, k.
*17. Dohnanyi, 43.
18;  Dohnanyi, 46.
19. The writer was a private student of Hans Barth in’iBSB.
20. Barth, Foreword.
21, Conus, L., Foreword, for this‘and the hext two quotations.
22. Conus, 0., 3.

~ 23. Conus, 0., 28.
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