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Introduction

Ihe ultimate purpose of piano technlque
A great pianist has just finished the last chords of his re-

cital. A moment of profound silence follows. Then & burst of app-
lause breaks loose that seems to swell like a thundering sea
through the hall, People who are retired and dignified in every -
day-1life stand up and cheer showing an unexpeoted enthusiasm and
vitality.

What makes people act like this after a superb musie¢ performance?
John Hospers, in his book Meaning and Truth in the Arts, gives this
explanation:" It is characteristic of the greatest art that the
attitude it communicates to us is felt by us as valid, to be the

reaction to a more subtle and comprehensive contact with reality

1l
than we can normally make." Geza RGvész, in his book Introduction

Yo the Psychology of Music, goes even further in his statement:

", . . the works of great masters are carriers of certain ideas,

impulses and aspirations that are rooted in the collective . . .
it [hnsig] gives expression not only to the musical ideas of the
artistbut also to the subconscious motive that is co-responsible
for the genesis of these i1deas and their fashioning. The rhythm,
the tempo of 1life, as well as the inclinations and aspirations of

the soul that have not yet penetrated to the conscious, are revealed

1) John Hospers, Meaning aud Truth in the Arts, University of North
Carolina Press, Chapel Hill, 1946, p.229.






b
in the music. . . . Art can be the herald ot dawn and likewice

the anunciator of darkness and the threatening storm. It is as

<

censitive as a seismograph N

Here we are faccd with the conveylng of emotions and ideas
that are, in degrees, common to most pecople; with giimpses into
our subconscious, often, unexpressable feelings; with visions
into future trends of feeiing and thinking.

Nhen we settle down to sober thinking.we may ask: By what
means are those ideas, giimpses, visions transferred to us?

There 1s the piano, a stringed instrument, whose gtrings are
struck by hammcrs, attached to kcys, and whose sounds can te
nodified - piano e forte - and "colorcd" by pedais. This in-
strucent 1s set in motion ty the wmusic performer who communicates
these ideas to us thirough succession of tones ( melodies), com=-
vination of tones (harmonies), in characteristic following |
{(rhythm), in descriptive dynamics. He does it Ly striking the
rlano keys with his fingers; he seems to have a thousand nuances
cf tone quality, from delicate softness to overwhelming power;
from slow singing to treathless rapidity. So, it appears that it
is through the mastery o: the keyboard technique that those wonders
are communicated to us. Therefore 1t Is rnot surprising that young
students as well as rarcats of childrcn who "study the plano" lay

sreat stress on plano technique,

<) G. Révész, Iintroduction to the Psychoiogy of Music, University
of Oklahoma Press, Norman, 1954, p., &£«b
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The changing aspecots of piano technlque

Keyboard music, through the centuries, has developed from a
rather intimate art of individual expression to a representative
of complex feelings and ideas in descriptive patterns that demand
int#icate and compound technical abilities, often connected with
an enormous display of power and speed. But despite these extra-
ordinary demands on the skill of performance, one should not forget
that technique 1s only a means of musical expression, it is not an
end in itself, Musical expression, on the other hand, has varied,
because, during the different periods, people were not interested
in the same subject matter; and they presented their ideas and
emotions in the light of thelr period and surroundings.For this
reason, piano technique 1s not static but subordinated to musical
content. It is aleo conditioned by the qualities and limitetions
of the instruments, the plano and its predecessors, the harpsichord

and the clavichord.
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Chapter l:Technique of playing #4 the time of Couperin and Bach

- - - ———— -

If a student makes a study of the music of the time of Courerin
and Bach - even an amateur student should have a knowledge and
an experience of it - he should, at first, acquaint himself with
the construction and the development of the instruments of that
period, the harpsichord and the clavichord.

The Harpsichord: According to the Encyclopaedia Britannica,
"The harpsichord, French: Clavecin, German: Clavicymbal or Docken-
klavier, Italian: Clavicembalo or Gravicembalo, English: Virginal
or Spinet, were names given to all small keytoard instruments
irrespective of shape, having one string to a note, plucked by
means of a quill or plectrum of leather. . . . the earliest
name is clavicymbalum, which occurs in the Rules of the Mipne-
singers (1404) and also in the Wunderbuch (1440)." The harpsichord
had 1its beginning in a shape of a sewing box,that young girls
could place on a table and play, deriving from this the name
"Virginal”.

The tone of the harpsichord was of short duration and detached
from its neighboring tones; its tone quality could be varied
only in a very limited degree. Frangols Couperin, in his treatice
"L'Art de toucher le clevecin, Paris, 1717, reflects on this:

"The tones of the harpsichord are settled, each one in particular,
and, consequently, cannot be swelled or diminished. . ."(Les
sons du clavecin étant décidé, chacun en particulier, et par

, 1
consequant ne pouvant etre enfles ni diminues . . .)

1)Wilfrid Mellers, Frangois Couperin and the French Classical
Iraditiopn, Roy Publishers, New York, 195L., p. £93.
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Albert Wier, in his book The Piano, says:" The impossibility of
producing any gradations of tone on the harpsichord has froquently‘
been referred to . . . this must be accepted as a just criticism."z
To gain variety of expression and expressiveness "pairs of
virginals" were used that were tuned on different pitch. Wier
quotes Mersenne and Praetorius on the subject:" There were three
sizes of the spinet; one was less than three feet wide and tuned
an octave higher than what was called the "church pitch" . . .
the three and a half foot spinet was tuned a fifth higher, and the
five foot spinet was in unison with the church pitch(Mersenne)
« « « Praetorius speaks of small octave-spinets which were used
with larger 1nst.rument.s."3
In later years, according to Wier," the harpsichord had two
or more strings to each note . . . The outward form of the modern
grand plano differs in no essential respect from that of the harp-
Bichord. It was called in German 'Kielflfigel'. . . Fremch 'Clavecin
a queue' . . . The large harpsichord assumed a position of utmost
importance in the orchestra about the beginning of the seventeenth
century . . . in the early attempts of opera and oratorio the
latter [1ho harpsichor@/ became indispensible . . . short incisive
chords were required at frequent intervals to keep a singer in pitch

4
and to outline the simple modulations."

2) Alvert Wier, The Piano, Longmans, Green and Co., London,
New York, Toronto, 1940, p. 17
3) Ibid. p. 8

4) Ibid. pp. 11 - 12
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While this may give the impression that the harpsichord was
mainly used as an accompanying instrument, Frederick Dorian, in
his book The History of Music in Performance, throws a different
light on the use of the harpsichord:" The great composers of
English virginal music, such as Byrd, Giles Farnaby, Jokn Bull,
Orlando Gibbons and Philips, were associated with Elizabeth's
times . . . While these representative composers and famouse ine
terpreters of virginal music are men, virginal playing was essen-
tially a feminine pastime . . . [1here werg] performances of
romantic moods and nuances. Byrd's music conveys impressions of
pastoral and lyric scenes; that of Gibbons and Philips elegance
and decoration."5 Later he says:" The contemporary Italian per-
formers had contributed little, if anything, to the virginal.
Significantly, they were called ‘sonatori di balli' - dance
players - . . . the refined type of interpretation on the vire
ginal, demanding a softer, delicate technique, remained in England,
whereas for the Italian dance accompaniment of the sonagori di
balli a more robust and earthy execution was the rule."

The Clavichord: Parallel with the development of the harpsi-
chord went that of the clavichord, an instrument that had a better
expressive capacity. The Encyclopaedjia Britaennica deacribes it as
follows:" Clavichord or Clarichord, a mediaeval stringed keyboard

instrument, a forerunner of the pianoforte, ite strings being set

5) Frederick Dorian, Ihe History of Music in Performance, W.W. Nor-
ton and Company, Inc., New York, 1942, pp, 51 - 62,
6) Ibid., p. 54.
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in vibration by a blow from & brass tangent instead of a hammer
as in the modern instrument. The clavichord,derived from the
dulcimer by the addition of a keyboard, has a long history,
being mentioned as early as 1404 in Eberhard Cersne's Rules of
the Minnesingergs. There were two kinds of clavichords = the
'fretted' or 'gebunden' and the 'fret-free' or 'bund-frei'.
The term 'fretted' was applied to those clavichords, which, ine
stead of being provided with a string or set of strings 1&
unison for each note, had one set of strings acting for three or
four notes, the arms of the keys belng twisted in order to bring
the contact of the tangent into the acoustically correct position
under the string. The first 'bund-frei' clavichord appeared
about 1720 . . . was chromatically scaled . . . lead to equal
temperament."

"The clavichord", as Wier tells us, "was capable of what is
called 'vibrato' . . . and the 'portamento' or sharpening of the
pitch by touch pressure. In these respects it was unique among

the keyboard instruments.'7 Carl Philipp Emanuel Bach, in his
Essay op the True Art of Playing Keyboard Instruments (Versuch
iiber die wahre Art das Clavier zu spielen), gives a good des-
cription of the execution of the portamento or portato and the
vibrato: "The notes of figure 169 are played legato, but each

tone 18 noticeably accented. The term which refers to the per-

7) Albert Wier, The Piano, pp. 22 - 23
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formance of notes that are both slurred and dotted is 'portato'

(Das Tragen der

with a 'vibrato'
the key 18 gently shaken. The
example a, The best effect is

shake until half of the value

Figure 169

Téne) . . . & long affettuoso tone is performed

(Die Bebung). The finger that depresses and holds
sign of the vibrato appears in
used when the finger withholds its

of the tone has passed."e

T
v'/\ / » . o .
r 1 T M
1 S —— S — :
e — —# t
4~ :

Footnote 17 of page 156, of the same volume gives us these des-

criptions:" Franz Riegler (Anleitung zum Clavier, Vienna 1779)
explaine the distinction by saying that the 'portato' arises,

'when the key is rather slowly rocked', and the 'vibrato', 'when

the key is quite clearly rocked (herausgewieged) according to

the number of dots and without repeating the finger stroke'.

Daniel Gottlob Turk (Clavierschule,1789):'At the clavichord

(Claviere) this

so-called 'Tragen' is easy to express, for,

after striking the key, an additional pressure is exerted.'"

The effect of the vibrato must have been very impressive, for,

in footnote 18,

same page, we find:" Dr. Burney, in The Presgsent

State of Mugic in Germany, Vol. III, p. 268, describes Bach's

vibrato (Bebung) as follows:' In the pathetic and slow movements,

whenever he had

to produce,from

a long note to express, he absolutely contrived

his instrument, a cry of sorrow and complaint,

8) Carl Philipp

Emanuel Bach, Essay on the True Art of Playing

Eeyboard Instruments, translated and edited by William J. Mitchell,

w.

w

. Norton and Company, Inc., New York,

168.

1249, p.
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such as can only be effected upon the clavichord, and perhaps,
by himself.'" The ability to change the tone quality by pressure,
after the key has been struck, is lost to us and with 1t, apparent-
ly, a very valuable means of expression,

The clavichord is supposed to have had a soft, but very sweet,
tone and, according to Wier, "remained the instrument of the artist
rather than a vehicle for musical bombast. Ite greater flexibility
made it especially well adapted to the equal temgerament for which
Johann Sebastian Bach had a decided preference.”

Ihe Fipgering: Ae we find in the early spinet music, only the
first, second, third and fourth fingers were used to strike the
keys; later the fifth finger was added. The third finger of the
right hand was set over the fourth finger in an ascending line,
and over the second finger in a descending line. Thie action
and the loosely hanging thumb must have made a high wrist neces-
sary and an outward and inward turning of the hands. Dorian says:
". . . fingering was well marked in the scripts of the English.

. « + [there were/ two schooles of keyboard performance - the
English and the Italo-German. They had one idea in common: te use
good fingers on accented notes and weak fingers for passing
notes. But the two schools differed . . . as to what constitutes
‘good' fingers and 'weak' fingers. . . . The English technique
resorted more to the little fingers and less to the thumbs, since

the thumb was considered more a hamiiicap than an asset in achiev-

9) Albert Wier, The Piano,pp. 25-26
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ing their ideal of velocity.” In Thompson's International

Cyclopedia of Music and Musicians, on Piano Playing, we find a
lengthy description on the playing of the harpsichord. The key
was released right after the finger struck it, and the finger
was curled under "to avoid holding the key down any longer than
necessary so that the quill claw which plucked the string . . .
might be free to resume the proper position for further action.”
A reflection on this information should give us an idea on
the lightness and distinctiveness of touch that is necessary to
re-create music of that time. Any slurring or wiping, any use of
tone enforcement through arm weight would be out of place.
The"discovery of the thumb"™ was a phenomenon that revolution-
ized the keyboard technique in the time of J. S, Bach. Wier
writes:" Among the technical innovations which were crystallized
in Bach's teaching and playing was the use of the thumb, the
possibllities of which had been entirely disregarded up to this
time. By this means the scope of the hand in chord playing was
practically doubled, and the facility in scale and other passage
work was greatly 1ncreased."ll In the introduction to C. P. E,
Bach's Eggay, the translater and editor William J. Mitchell,
speaks of this development:" It is clear from the reference te
fingering as 'secret art, known and practiced by very few', that
the Bach family did not discover it but rather organized and
elaborated its technique. . . . the older fingering . . . was

10)Frederick Dorian, The History of Music in Performsnce, p. 63.
11) Albert Wier, The Piana, p. 103.
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characterized in general by the sparing use of the thumb and
fifth finger with a consequent favoring of the middle fingers.
« « « In Frangois Couperin's L'Art de toucher le clavecin, 1717,
the thumb is employed frequently in wide stretches and in run-
ning passages for the left hand, but in the right no more fre-
quently than others had used it. Characteristic for the French
school at this time 18 the replacement of one finger by another
on an unrepeatedly held tone, along with direct repetitions of
a single finger in running passages. . . . A very important
innovation of the new method was the turning under of the thumb
in running and arpegglated passages. . . . Yet the turned
thumb in the Bach fingering must have been known and employed
by Domenico Scarlatti, for one, for the virtuoso passages in his
sonatas could hardly have been delivered satisfactorily without
it.'12

As we study the fingering in P. E. Bach's Eggay we see that,
in general, he established the foundation of our modern fingering.

For instance, he gives three fingerings for the C Major scale:

3 Ly
e T . ; + 3
A ) 3 L' 3 + 3 [
rY e 2. y -4 - ' ..y et
- Xy} -o - @ _ o TRy T R oI TS
)w]'-'- - & - ; B 3 - L._-__I - ti —— 3',. 17
s 4 3 T 04 3 2 307 2
SRR TR

Bach says of these fingerings:" The best are those directly

above and below the notee. Nevertheless, The others may be applied
13
to good ends." We still teach Bach's preferred scale fingering.

12) Carl Philipp Emanuel Bach, Essay on the True Art of Playing
Eeyboard Instruments, p. 13.
13) Ibid. p.48.
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The real issue: Expression! All the instruction books on how
to play the keyboard instruments, all the treatises and articles
that appear in magazines, at that time, point clearly to one
goal: Expression.

It was expression of emotions that the German school emphasized.
Dorian gives us the development of the "Affectenlehre”, which he
calls "Doctrine of affections™:" As an aesthetic discipline of
musical performance, the roets of the 'Affectenlehre' were imbedded
in the antique Greek 'ethos'. It ocoured also in medieval music
and served to guide the performance in the Renalssance . . .
Modern renditions of eighteenth century music, aspiring to recall
the spirit of the old time, cannot 1§20re substantially the
ramifications of the Affectenlehre.” In this connection, he
quotes, among others; Quantz:" Putting the listener now in this,
now in that affection."; J. D. Heinichen, in his treatise The
E1gnngd_&gag_in_ggmnn§%319n (1728):" The purpose of music is to
move the affections.”™ In the introduction to C. P. E, Bach's
Esgay, we read:" As the principal practitioner of the 'Empfind-
samkeit' with the emphasis on the feelings, the 'affections! with
the clavichord as its best-loved instrument, Bach made technical
mastery of the keyboard only a contributory factor to the expres-
sive end that he sought. Music here was far removed from the
decorative art , from abstract patterns of sound; it was, above

all else, & vehicle for the expression of the emotions. Music must

14; Frederick Dorian, The History of Music in Performance,p. 138.
15) Ibid. p. 139






13
languish, it must startle, it must be gay, it must move boldly
from one sentiment to another.'le Interesting is also a quotation
of Marpurg (Der kritische Musicus an der Spree), from the same
book:" The rapidity with which the emotions change is common
knowledge, for they are nothing but motion and restlessness, All
musical expression has as its basis an affect or feeling . . .
With the philosopher there are combustible materials which merely
glow or give off a modest restrained warmth., Here, however, [iith
the orator, poet, muaiciaq] there 18 but the distilled essence of
this material, the finest of it, which gives off thousands of the
most beautiful flames, but always with great speed, often with
violence. The musician must therefore play a thousand different
roles, he must assume a thousand characters as dictated by the
composer.'17 P. E. Bach, himself, gives the distinction between
& mere technician and a true artist:" Keyboardists whose chief asset
i1s mere technique are clearly at a disadvantage. A performer may
have the most agile fingers, be competent at single and double
trills, master the art of fingering, read skillfully at sight
regardless of the key, and transpose extemporaneously without
the slightest difficulty; play tenths, even twelfths, or runs,
cross the hands in every conceivable manner, and excel in other
related matters, and yet he may be something less than a clear,
pleasing, or stirring keyboardist. More often than not, one meets

technicians . . . who astound us with their prowess without ever

lé) C. P, E, Bach, sa A a K
lnstruments, p. 16
17) Ibid. p. 81, footnote ¢
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touching our sensibilities. They overwhelm our hearigg without
satisfying it and stun the mind without moving it."

Couperin expresses himself in the same vein:" Practice has
made me understand that the most dextrous and capable hands that
can execute the swiftest and lightest things are not always the
ones that perform the tender and sentimental pieces more success-
fully; and I declare in good faith that I prefer those who touch
me to those who surprise me." (L'usage m'a fait connaftre que les
mains vigoureuses et capable d'exécuter ce qu'il y a de plus rapide
et de plus léger ne sont pas toujours celles qui réussissent le
mieux dans les piéces tendres et du sentiment; et j‘'avoueray de
bonne foy que j'ayme mieux ce qui me touche que ce qui me sur-
prond)19

But the French school goes beyond expression of emotion and
sentiment; they want to arouse images of persons, objects and
happenings in their listeners. Couperin says:" I, always, have
had an object in mind when I composed these pleces; different
occasions have furnished them: thus the titles correspond teo
ideas that I have had."(J'ai toujours eu un objet, en composant
ces piéces; des occasions différentes me légnt fourni: ainsi les
titres repondent aux idees que j'ai eues.) To this, Mellers
makee this statement:" It has sometimes been remarked that his
'portraits’,as such, are not very successful, since they mostly

sound alike. . . the essence of that civilization was that it

18) C. P, E. Bach, Easay on the True Art of Playing Keyboard
dpnstruments, p. 147

19) Wilfrid Mellers, Frangols Couperin end the French Classical
Iradition, p. 293
20) Ibid. p. 316
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permitted great subllety and variety of emotional experience within
its civilization."zl Mellers is quoting d'Alambert on the same
subject:" All music that does not paint anything is %?ly noise.”
(Toute musique qui ne peint rien n'est que du bruit) Rameau has
& deeper insight in the aesthetics of music. He realizes that, no
matter if one wants to portrait emotions or ideas, or even outside
objects, it has to be done through corresponding feelings that
arouse outside images in the listener's mind. He says:" The art of
the musician does not consist of painting immediate objects, but
to put the soul into a disposition that is similar to that which
is aroused by their presence."” (L'art du musicien ne consist point
& peindre immediatement les objets , mails & mettre 1'ame dagg une
disposition semblable 8 celle ou la mettrait leur presence) To
quote Rameau again:" The expression of the thought, the sentiment,
the emotion should be the true goal of music." (L'expression de
la pensée, gu sentiment, des passions, doit etre le vral but de
la musique) ’

With the desire for an

almost unlimited range of expression, and with instruments of very
limited capability, the masters must have felt discouraged at
times, and they admit these shortcomings. Couperin is the most
outspoken when he says:" It appears to be impossible, up to the
present time, that one can give an expression of the soul on this
instrument." (. . . i1 a paru insoutenable jusqu'au present qu'on
put donner de 1'8me & cet 1nst.rument.)24 It was the embellishments

that were, significantly enough, born out of the necessity of

21) Wilfrid Mellers, Fran rin and the Frepnch Cla a
a s P. 317

22) Ibid. p. 317

23) Ibid. p. 218

294) Thdd =»n - o=
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keeping long tones alive, that became functional in expression.
Dorian considers them so important that he devotes a whole
chapter to them, tracing them to their origin in nature as means
of emotional expression:". . . the astonishing coloratura tech-
nique in bird songs . . . would primarily be a multiplicity of
graces. . . . First attempts of primitives to express them-
selves musically are likewise based upon the principles of tone
variation . . . Even today, they occur in the performances of
the Arabs, Hindus, Persians and Turks. . . . also in the orien-
tal church song and in the Jewish synagogue all over the world
« o+ o the ornament creates music by spinning forth its own
motifs into scrolls and graces adorning the primitive melos. .
. « This excursion into primeval music has emphasized an un-
mistakably serviceable character of the graces. To put it para-
doxically: 'ornaments are functional'. In other words, they are
neither mere embellishments nor musical tapestry. What often is
referred to as graces proggs to be an integral part of the tex-
ture of the composition."

That the embellishments are an "integral™ part of the music
of the Baroque age - just as they were an expression of beauty,
of grace, of heightened emotion in the other branches of art -
is shown by the length and thoroughness with which they are
treated in Couperin's and P, E. Bach's treatises. Aleso Johann

Christoph (the Bilickeburg Bach), brother of Philipp Emanuel,
wrote on ornamentatiqn in his Musicalische Nebenstunden (Music

hours of leisure)-.

25) Frederick Dorian, The History of Music in Performance,
pp. 88-89.
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Dorian says:"Johann Sebastian, the father, made a chart . . .
a very condensed but accurate index to his own ornamentation . .
. Johann Sebastian's grace executions and thgge of Philipp
Emanuel do not coincide in certain details."

C. P. E. Bach writes in his chapter on embellishments:" No
one disputes the need for embellishments. This is evident from

the great numbers of them everywhere to be found. They are, in
fact, indispensable. Consider their many uses: They connect and
enliven tones and impart stress and accent; they make music
pleaging and awaken our close attention. Expression is heigh-
tened by them; let & plece be sad, joyful or otherwise, and

they will lend a fitting assistance. Embellishmente provide
opportunity for fine performance as well as much of its subject
matter., . . . Without them the best molo%g is empty and ineffec-

tive, the clearest content clouded . . ."

Expression through varistion of tempo: Slight ¥ariations in
tempo a8 expressive means were advocated in the essays of the
great masters. P. E, Bach recommends them in executing embellish-
ments in slow tempo, in the cadenza, and in the passages in a
major mode that are repeated in the minor mode. Couperin alseo
speaks of tempo changes, but reserves them for the cadence:

* Measure definitely the quality and eveness of the tempi, and
the cadence is the proper place where the spirit and the soul

can join . . . The cadence and the good taste can, indapendently,

26) Frederick Dorian, The History of Music in Performance, p. 91.

27) C. P, E. Bach, Essay on the True Art of Playing Keyboard
Instruments, p. 79. '
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maintain, more or less, the lengthening of tempo." (Mesure definit
la qua11t3 ot l"galité des tomps,-ot Cadence est proprement
1'esprit et 1'ame qu'il faut joindre . . . La Cadence et le Goiit o8
peuvent s'y conserver independamment du plus ou moins de lenteur.)
Here Wilfrid Mellers adds this:" The correct interpretation of
these irregularities of movement is one of the most d%fficultzgf
all problems involved in the early eighteenth century music."
Dorian proposes that the quality of expression conditioned the
tempo changes:"The Affectenlehre developed a whole discipline for
the purpose of achleving tempo diagnosis by external means . . .

. 30
Petri and Marpurg point to . . . changes of affection."

Instructions of the old masters on keyboard playing: P. E. Bach
glves us some information on finger position, muscle relaxation
and "singing™ tone quality:" In playing the fingers should be
arched and the muscles relaxed. The less these two conditions are
satisfied, the more attention must be given to them. Stiffness
hampers all movement, above all, the constantly required rapid
extension and contraction of the hands. All stretches, the omis-
sion of certain fingers, even the indispensable crossing of fin-
gers and turning of the thumb, which should always remain as close
a8 possible to the hand, demand this elastic ability. . . . If he
[1h0 performeq] understands the correct principles of fingering
and has not acquired the habit of making unnecessary gestures, he

will play the most difficult things in such a manner that the

28) Wilfrid Mellers, a i a
Iradition, p. 294.
29) Ibid. p. 295.

30) Frederick Dorian, The History of Music in Performange, p. 143.
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motion of his hands will be barely noticeable; moreover,every-
thing will sound as i1f 1t presented no obstacles to him. Con-
versely, those who do not understand these principles will eften
play the easiest things with great snorting and uncommon eawkward-
ngss,'Sl He advises the practice of the trill:" The trill must be
practiced diligently with all fingers so that they become strong
and dextrous,”sz Again, spesking of the trill, he says:" Such
embellishments must be full and so performed that the 1iggener
will believe that he is hearing only the original note."

With regard to the "singing" quality of playing, Bach says:
"My principal aim, espacially of late, has been directed towards
playing and composing as vocally a8 possible for the keyboard,
despite 1ts defective sustaining powers . . . I believe that
music must, first and foremost, stir the heart. This cannot be
achlieved through mere rattling, drumming, or arpegzlation, at
least not by me."34 At another place, he advises:" Far more
troublesome, in fact, 1s a good performance of simple notes. These
bring fretful moments to many who believe that keyboard instruments
are easy to play. . . . lose no opportunity to hear artistic sing-
ing. In so dolng, the keyboardist will learn to think in terms of
song. Indeed, 1t 1s a good practice to sing instrumental melodies5

)

in order to reach an understanding of their correct performance."

Couperin calls for the sensitive touch:" The suppleness of the

3I) ¢c. P. E. Bach, Essay on the True Art of Playing Keyboard
Instruments, pp. 42-43.

32) Ibid., p. 109.

33) Ibid. pp. 149-150

34) Ibid. p. 10.

35) Ibid. p. 151
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nerves contributes much more to beautiful playing than force."
(La soupless des nerfs contribue beaucoup plus au bien jouer, que
la force) And Mellers adds to this:"'Douceur de toucher' ggpends
on keeping the fingers as close to the keys as possible.”
In the Harvard Dlctionary, on Piano Playing, I found this very

interesting account:" . . . a desoription which Forkel gives of

J. S. Bach's playing (Jber Johann Sebastian Bach's Leben, Kunst

und Runstwerke)'According to Bach's manner . . . the five fingers
are curved so that . . ., each of them is placed immediately above
i1ts respective key . . . the finger should not fall down on the key
or . . . be thrown, but merely should be carried through the move-
ment with a certain feeling of security and mastery.'"

Dorian, at the beginning of his book, brings a reproduction of
The Concert by Giorgione (1478 - 1510)., Below it is an enlarged
detail of the monk's hands on the keyboard of the clavichord,
showing the characteristic finger position. The hands look so
relaxed and natural that the picture could apply to any of the
modern books on piano technique.

We read the statement in Tobias Matthay's Ap Epitome of the
Laws of Pianoforte Technique (1934):"™ With the 'thrusting' finger
the tone can neither be sympathetic, full, nor carrying in me%gdic
passages., Nicety of tone control is also greatly stultified."

This 18 - more or less - the negative twentieth century approach

to the much simpler and clearer directions of finger position by

BaCho

38) Wilfrid Mellers, Fra 8 Co r and the French Classigal
Iradition, p. 293

37) Tobias Matthay, An Epitome of the Laws of Pianoforte Technique,

Oxford University Press, 1934, p. 34E.
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Independence of the hands is demanded by P, E. Bach, when he
says:" The most difficult but most important task is to give all
notes of the same value exactly the same duration. When the
execution i3 such that one hand seems to play against the bar
and the other strictly with it, it may be said thgg the performer
is doing everything that may be required of him."

Refleotions on how the old masters playad: Dorian brings this
important question up:" Was old music played more slowly than
modern? . . . Certaln interpreters today think of the fundamental
tempo in preclassical times as slower, more rigid and stately . . .
this idea proves to be a prejudice . . . A method of employing
the human pulse for setting tempi (anticipating Quantz's system)
is mentioned as early as 1596 in Lodovico Zacconi's Pprattica di
mueica. And Marin Mersenne, in his treatise Harmonle universaells,
1636, makessghe time value of a minimum equivalent to that of a
heartbeat.” At another place, Dorian says that " the masters
employed virtuoso technique in an almost modern sense, their
scores presenting4groblems of manual independence comparable to
those of Chopin."

In contrast to this, Ralph Kirkpatrick, in his book Domenico
Scarlatti, makes these rather sceptical statements on the per-
formances of the pre-classical period:" The existing accounts of
Scarlattli's playing are few indeed . . . confine themselves largely

to remarking on the brilliancy of his execution and the richness

38) C. P, E, Bach, Eizgx on the Trug Art of Plaviug Kevboard
AfBstruments, p. .

39) Frederick Dorian, The History of Music in Performance, p. 180
40) Ibid. p. 54
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of his fantasy. . . . I doubt if Couperin, despite his pecullar
command of the harpsichord in his own style, would have been able
to negotiate a single sonata of Scarlatti. . . . Although Handel
would probably have played the Scarlattl sonatas with zreat dash
. « « he would have scarcely avolded a great many wrong notes.
J. S. Bach would have been among the very few who could have played
all of them perfectly.“41

Despite the extensive research that has been made on J. S.
Bach's music, we must resort to theories and inferences when it
comes to the interpretation of his xeyboard music. Dorian says:

"What'authentic' German Bach interpretation really was can only
be a hypothesis. . . . There are two distinctly different schools
of Bach interpretation - the objective school and the subjective -
« « » The objective school, of course, follows with strict
allegiance the meager directions of the score of the tempo and
dynamics., . . . The subjective school, in contrast, allows con-
siderable deviation from the origiggl Bach directions. . . .
Dynamics and phrasings are added."

I think one should be careful in adding dynamics and unre-
stricted changes of expresslion to the old masters, or one might
turn up with a plece by Rameau that sounds like a Chopin piece.

In the pre-classical period people did not put their most intimate
emotions on display. On the other hand, each artist goes through

a romantic period in his life. Dorian says:" Romanticism is an

41) Ralph Kirkpatrick, Domenico Scarlattl, Princeton University
Press 1953, pp, 186 - 187.

42) Frederick Dorian , Tha History of Music in Parfarmanca, pp,76-
7.
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eternal factor in the performance of music. All epochs created

43
romantic works . . ." To play an obviously romantic composition

of the Bach period in an unemotional, dry manner would be just as
wrong. It takes a good insight into the trends of the time as
well as into the personal feelings that are expressed in a certain

plece to come to the proper content of expression.

The revival of the old instruments: Curt Sachs, in his book
The History of Musical Instruments, tells of the efforts of the
Society of Historians and Musiclans to restore the keyboard music
of the pre-classical period to its original performance:" The
desire to re-discover thelreasures of the ancient music began
as early as the middle of the nineteenth century. . . . Their
/Society of Historians and Musicians/ point was to be faithful,
not to 'history' but to art. They demanded harpsichords . . .

a cross-stringed piano suffocated the unemotional melody of a
harpsichord piece. They saw what to a painter would be self-
evident, that design and color could not be separated, that an

outline drawn by Raphael could not be colored with Cezanne's
44
palette . . ." But despite of this sound argument, Sachs admits:

« « o We are far away from coloristic authenticity, even with
the resurrection of all these old instruments. . . . harpsichord-
ists believe that they play 'the' authentic style. They rarely
realize that such a thing does not exist. Styles differed with

45
every country, and in every country it changed continuously."

43) Frederick Dorian, The History of Muslic in Performance, p. 217.

44) Curt Sachs, The Higtory of Musical Instruments, W. W. Norton
and Company, Inc., New York, 1940, p. 449.

45) Ibid.,p. 450
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Having arrived at this rather frustrating conclusion, we are most
happy that Arthur Schnabel, with the insight of one of the greatest
performers, says, in his book Music and the Line of Most Resistance:
"Musical productions of our civilization, regardless of time and
place, have more comnon than contrasting traits. . . . Art cannot
be approached like a furniture exhibition, a fancy dress ball or a
political map., Costumes in the eighteenth century were daintier
than in the nineteenth, but men not weaker., . . . Pleasure in old
instruments, particularly of the keyboard class, is very fashion-
able. . . . Nodern instruments can do almost all that the old
ones can, can do much more than the o0ld ones, and they are free

46
from their defects."

A specific technique of playlng ls necesgary for the musig of
the pre-classical period: Reflecting on the foregoing research,

we should come to a good conclusion on the technique necessary
to give a performance of the old masters that is as truthful as
possible. |

From the construction of the instruments, the harpsichord and
the clavichord, and from the use of the limited fingering, up to
the time of Johann Sebastian Bach, we must resolve that we are
dealing with music of a fine and intimate character that was not
meant for the concert hall, though there was an element of tech-
nical display already in it. This demands an agile and even finger
technique. Great tone variations were not possible, therefore an

absolute evenness of touch i1s "a must" here. But, even with the

46) Arthur Schnabel, t t
Princeton University Press, 1942, pp. 87-88.
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greatest care, avoiding all play with supporting arm welght, we

shall not be able to re-create entirely the daintiness of the old
instruments; for the fall of the keys of our modern planos is deeper,
and it takes more weight to bring them down. This will cause the
whole performance %o become somewhat heavier and oclumsier.

With the exploitation of the thumb, technique was put on a much
higher plane of expression and skill. P. E, Bach speaks of "single
and double trills™, of playing "tenths, even twelfths, or runs, cross
the hands in every conceivable manner, and excel in other related
matters." He recommends:" All difficultigs in passage work should
be mastered through repeated practice." Recognizing the importance
of good fingering, he made a thorough study of it and laid the found-
ation to our modern scale fingering.

The purpose of all great masters, at all times, is expression.

We recall the Affectenlehre of the German school and the "painting
of portraits" by Couperin, or, as Rameau expresses it so much better:
" L'expression de la ponsée, du sentiment, des passions, dolt ‘otre
le vrai but de la musique."”

The masters found means of expression despite the limited tone
quality of their instruments. They could not produce the crescendo
and decrescendo of our modern plano; but, through time variations
in the embellishments, the improvized cadenza etc., they could give
a great variety of expressions that surpassed the simple crescendo

and decrescendo.P. E., Bach says, in this connection:" Any passage

47) C. P. E. Bach, Essay on the Truye Art of Playing Keyboard
Instruments, p. 151.
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can be 80 radically changed by modifying its performance that

it will be scarcely recognizablo.'48 These means of expression
demand an absolute control over every finger and complete
flexibility of the playing apparatus. The abllity to mold passages,
embellishments into patterns of emotional expression by unnotice-
able time variations is a true art, indeed.

It is significant that all the masters stress the importance
of the touch of the fingers. Finger position and stroke are dis-
cussed at length, and those instructions, as we saw, are still
valid., It 1s here, in the touch of the instrument, where music
begins. It is the same factor that we demand in speech:" It is
not so much What you say, but How you say 1t."

Already, at that time, the importance of technique had reached
a point where performers lose sight of the purpose of it and look
at it as an end. We may recall the warnings of Couperin:" j'aime
hieux ce quil me touche que ce qui me surprend", and P, E, Bach:

" More often than not, one meets technicians, nimble keyboardists
by profession who . . . astound us with their prowess without
ever touching our sensibilities. They overwhelm our hear%ng with-
out satisfying it and stun the mind without moving 1t.'4

Today we have a better chance to "sing" on our pianos than
P, E. Bach did. We even have the advantage to be able to bring
out the main motive over the accompanying counterpoint. This,
also, calls for great independence of the fingers whidh can only

be gained by patient practice. Even the "singing" effect of a

48) C. P, E. Bach, Essay on the True Art of playing Keyboard

. 151.
49) '}nﬂbid .MpI " ]1?'41’: P
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single volce requires a skill that takes long practice. Too often
it 18 being neglected for the desire to acquire speed and brilliance.

Hearing these dainty compositions performed, we, frequently,
underestimate the techniocal reqirements, that is, technique as a
tool of expression; or, as Arthur Schnabel says:" All masterworks
~demand the totaé of all imaginable technique, but only in a second-
ary function.'5

If we use the compositions of that period in a concert hall we
have to have a bigger tone volume. Virgil Thomson, in his book
Ihe Art of Judging Music,says:"™ They blow up the plano music of
the pasglby dynamic proportions that are not always an advantage
to 1t." While some of the compositions may become more impressive,

they certalinly lose the original soft and delicate texture, the

character of intimacy.

60) Arthur Schnabel, Mugic and the Line of Most Resistance,p. 66.

51) Virgil Thomson, The Art of JudSing Music, Alfred A. Knopf,
New York, 1948, p. 247.
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Chapter II: The Technlaue of the Classical Period
Domenico Scarlatti, the link to the piano music of the Qlassic-

8l Period: In the Thompson International Cyclopedia of Music and
Musicians, on Piano Playing, we read:" Domenico Scarlatti (1685-
1757) must always be remembered, and justly, as the true father
of modern piano playing in developing a technical virtuosity at
the harpsichord as epochal in its way as that of Liszt at the
piano a century later., Scarlatti it was who introduced the cross-
ing of hands, passages of double notes, the use of far-flung
arpegglo passages and the rapid repetition of one note." Albert
Wier sings his praise in the following words:" His toccatas, by
their brilliance of content and breadth of musical expression, N
place their composer among the greatest musicians of all time."
Describing Scarlatti's Practice Pieces (Exercizii), he says:" In
the selection of the figures, and in the manner of presenting
them, the master often shows his consummate control of the tech-
nical resources of the keyboard, and the extreme difficulty of
many of his pileces, with the repetition of characteristic figures
suitable to the genius of the harpsichord, gives us a glimpse of
the future possibility of the development of the §tude as an art
form . . . his predilection for wide skips in his figures . . .
points the way toward greater freedom of movement. . . . His
essays in this direction had thelir ultimate culmination in the

great piano works of Liszt. . . . & great innovator along tech-

nical and formal lines; his work in emotional expression is second-

ary to his accomglishment in the realm of tonal effect."”
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Domenico Scarlatti's father, Alessandro, is credited with out-
standing development of the Italian opera. Domenico also wrote
several operas, but his real contribution lies in the expressive -
and with 1t, the technical - expansion of keyboard music. The
desires for dramatic presentation and descriptive effedts. caused
him to create augmented means of technique that brought keyboard
music out into the limelight and attracted the attention of the
classical masters - mainly Haydn, Mozart and Beethoven.

The Piano: The desire for augmented expression called for an
instrument of added expressiveness and it appeared in the piano-
forte. The Encyclopaedia Britannica tells of its first appearance:
" We learn that in 1709 Cristophori had completed four 'grave-
cembali col piano e forte' - keyed psaltries with soft and loud -
three of them being of the long or usual harpsichord form. . . .
There were two planofortes by Cristophori, dated respectively
1720 and 1726, which show & much improved construction, for the
whole of an essential piano movement is there." Ralph Kirkpatrick
tells of the modest beginnings of the pianoforte, and, though after
1720, many ruling houses 1n Europe owned one or more pianofortes,
there was a great preference for the harpsichord.Wier, on the
other hand, says:" . . . the tendency about that time was toward
the total disregard of the harpsichord and clavichord principles,
and the use of entirely new methods; the strength of the strings

was wholly inadequate to the pounding of the hammers, and radical




29

departures had to be made. . . . The man who contributed most to
the develiopmcnt of the hammer action was Gottfried Silbermann in
Germany. . . . One of them [Silbcrmann Pianoéf is said to have
Leen played by gach, when the great master met Frederick the
Great in 1747." Later #ier also poinis to the disadvantages of
the planotorte:" Fredericik's pianos wcre of the heavy, clumsy
astion so vehemently condemmed by Bach; their mechanical imper-
fections made them most uncsatisfactory for purposes of musical
Cxppession,"4 In Thorpson's International Cycloredia of Mgsig and
Husicians, on Piano Pliayinz, we find:" ¥ith the piano established
as the successor of the harpsichord the whole problem of touch
crid technique had to te entirely restudiec . . ."

It was interesting to me that, with the adverse comments on
the planoforte and its beginnings, no one pointed out the reason
for 1ts eventual success, namely the steadily swelling crescendo
and evenly diminishing decrescendo that gave & truer representation
of our emotlons than the ster-by-step of p - nf - f of the older
instruments which, Lesides, was vcecry iimited. Oniy Virgil Thomson
cstablished the reason clearly:" Like the modern orchestra, moreover,
it /[the piano/ can produce the effect that is the specific, the
difterential characteristic of musical Romanticien, namely, the
quick or expressive crescendo. . . . The first of Lozart's real
plano sonatas - the No. 7 in A minor - . . . rnot only makes use

(in the slow movement, of espressive crescendo and diminuendo,

3) Albert Wier, The Piano, p. 33
4) Ibid. g. 34
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but (at the end of the first) of an architectural crescgndo that
is the keyboard transoription of an orchestral effect."”

The aims of the "Viennese Group®: Before we can look at the
technical requirements we have to find the aim of expression of the
Classical ®eriod; for technique is conditioned by the emotional and
ideal content of music.

The style of composing has undergone considerable changes also;
and, though we find counterpoint parts and melodies with chordal
accompaniment (Alberti bass), its foremost construction is, as Vir-
gil Thomson says, "keyboard transcription of an orchestral effect."
The technique of playing takes a development in two directions; one
is the expressive crescendo and decrescendo; the other is the
mastering of the intricate voice construction of the piano musie
that is, practically, an orchestra score. Keyboard playing which,
up to this time, had been greatly a matter of improvisation, of
extemporaneous playing, becomes a re-creation of carefully con-
structed music that was to be performed correctly to the last dot.
Kirkpatrick is speaking of this development when he says:" . . .
when keyboard playing became a profession in itself as apart from
lmprovisation and ocomposition did a genuinely universal technique
such as that exemplified in the piano methods of Hummel and Czerny
become standart equipment even for players of only average ability."

Joseph Haydn used piano music mainly as an expression of happy,
jovial moods that are set in effective contrasts, or, as Wier says:
"The element of personality becomes a matter of paramount import-
ance . . . his works have a spontaneous, lively c?aracter which

highly recommended them to the public of his day."

Speaking of Mozart, Wier comments:" The grace and elusive qualities
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of Mozart are not easily described, his music was almost of
ethereal beauty of conception and perfection of detaill. . . .
Mozart is said to have been a performer such as has never since
been heard . . . /speaking of his sonatas/ their flawless per-
fection demands the unerring finger work of & complete master of
the keyboard. . . . he made more demands upon the left hand . . .
shifting bgck and forth between widely separated parts of the
keyboard."

There is one quality in Mozart's music that neither Wier nor
others mention, but which influences the technique of his works;
that is the dramatic contrast in his principal and secondary sub-
jects. Though they should not be brought out in crude, sharp con-
trasts of dynamics, there should be a characteristic, individual

expression in each of them which demands a mastery of timbre.

on: Ludwig van Beet-
hoven's powerful personality augmented the expressive capability
of piano music, and, with it, its technique. Thompson's Cyclapedia
of Music and Musicians, om Piano Playing, says:" . . . a new
element of vitality and dramatic emphasis was injected inte piano
playing by Ludwig van Beethoven (1770 - 1827), who was a player

of great dynamic energy and whose compositions of their very

nature demanded a new nobility of utterance. He used, too, an

5) Virgil Thomson, The Art of Judging Musia, p. 273
6) Ralph Kirkpatrick, Domenico Scarlatti, p. 187,

7) Albert Wier, The Pianag, p. 113
8) Ibid. pp. 113 - 115
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English piano, with a much heavier action than that of the Viennese
instruments and with greater tonal volume. The claim of great
digital facility to first consideration suffered an eclipse and the
inevitable reaction on the part of Beethoven's contemporaries to
his personal style of playing and to his music was the cultivation
of a more aggressive approach and the eventual sacrifice of tonal
beauty to power." Wier adds to this:" they [ﬁeothoven's sonatag]
were made the vehicles of his ever broadening genius. o o« o the
sonatas provide a vivid picture of the various stages through
which his soul passed on 1ts search for the highest expression of
art, revealing a consistant expansion of power. . . . Beethoven had
a definite idea of the pictorial possibilities of music . . . he
rejoiced in his power of suggestion in music, and was fully conscious
of the enormous force of his musical ideas, . . . he . . . leaned
more towards masaive tonal effects and sharply defined contrasts.
His scale playing was definitely more colorful in the matter of
touch, but he frequently sacrificed smoothness in order to attain
this diversity. . . . In the matter of digital ability, he himself
performed readily all the wellknown tricks of the virtuoso of his
day, including double and tr%ple trills, as well as rapid scales in
thirds, sixths and octaves." This expansion of technique 1in tone
volume and complexity must have made Beethoven, as Dorian says, "a
self-taught virtuoso". Quoting Czerny on Beethoven's playing,
Dorian continues:" His attitude while playing was masterly in 1its
quietness, noble and beautiful, without the least grimace, though
he bent forward as his deafness grew upon him. He attached great
importance, in his teaching, to correct position of the fingers . . .

Beethoven was very anxious that his pupils should acquire a perfect
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legato, his own legato being, as may be imagined, wonderful."

These masters' works covered a great diversity of moods, moods,
that were , at times, not definable; to which Beethoven added pic-
torial possibilities and suggestive means. And all this was written
with 1ittle regard to the ability of the hands and fingers. Little
runs or thirds curve up and down, demanding continuous setting over
and under of fingers, or great skips in soft playing impair the
free arm swing. These masters wrote the music down as they heard it
in their imagination with little concern if it would be hard or
easy to perform,

Ihe beginning of teaching methoda: The mounting technical
difficulties caused the development of "methods of teaching" the
piano. A group of "piano pedagogues" began teaching technique in a
direct way instead of attaching all exercises unto the pleces.

They made studies and etudes out of difficult parts as they found
them in the compositions. They also created exercises for the weak
fingers, for octaves, for skipping, etc. Muzio Clementi's &radus

ad Pargagsum grew out of these attempts; Carl Czerny's books of
exercises and etudes served the same principle. There are no records
as to how these masters taught. The fact that both of them developed
a number of outstanding performers proves the validity of their
teaching. Wier writes:" All technical problems have been solved by
the master-teachers of the early days of the piano, such as Czerny,
Clementl an<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>