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Introduction

Between 1978 and 1985 Lionel Bowman paid a number of extended visits to Australia, to give
concerts, master classes and individual lessons to a large and enthusiastic following of piano
teachers and students at colleges, universities and conservatoria. Participants in these courses
were impressed by the extraordinary beauty and technical superiority of his performance, by his
inspirational power, and by his unique skill in imparting the secret of these qualities to others. In
response to frequent requests for published information and instruction and the obvious need for a
more permanent record of it, Professor Bowman and I discussed a plan for me to compile the
essential material of his teaching as it now appears in this book. 

The contents have been gleaned from vast quantities of notes and audio and video tapes
taken from his lecture demonstrations, master classes, workshops, and numerous consultations
with him.

Although the manual is not addressed to beginners, teachers will find the relevant
procedures invaluable in the instruction of pupils at all levels. Many points of technical and musical
interest may be extracted from the book. Nevertheless, the content should be considered as a
whole, and studied and practiced accordingly. Although it may have some special applications for
pianists who have particular problems now, it will help others to avoid developing such problems
later in their playing lives. In addition to this therapeutic effect for all pianists, the miracle is that the
Bowman approach also produces a more beautiful sound than that which can be produced by
more physically demanding techniques.

Although the book is not focused on the development of virtuosity, it will be found, that
through the use of correct muscular procedures, the playing of al passages becomes workable and
comparatively effortless. Thus, the student is able to play more comfortably  and musically.

No sound, or series of sounds, is ever played without conscious effort while learning. Every
sound is controlled with musical intention in slow motion. The way of teaching is essentially one of
conscious musical activity through muscular control. Thus, relaxation in this method equals control
– not as the word implies, flop.

Over a period of some ten years, I have taught these techniques to teachers, individually
and in groups. Gratifying successes resulting from the application of these musical and technical
practices have been reported:

(a) by teachers who found the approach creative, rewarding and satisfying, even when 
working with pupils previously discouraged by seemingly insurmountable technical 
hurdles;

(b) by pupils at all levels who found to their delight that they could produce sounds of 
the quality of professional pianists and play with ease and ever-increasing technical 
capability, musical awareness, and depth of meaning, and who found themselves 
looking forward eagerly to lessons as a continual source of encouragement, 
discovery and fascination;

           (c ) by parents appreciative of sudden and dramatic development in the quality of their 
children's playing and in their attitude to lessons and practice.

I shall be forever grateful to Lionel Bowman for his kindness, patience and generosity in
showing me these technical and musical procedures which have given me access to a new world
of pianistic joy and inspiration. I am thankful that through other dedicated teachers I have been
instrumental in sharing this experience in turn with their pupils. If my endeavours through this book
are successful in assisting some of that  vast army of perpetually striving pianists, I shall be well
rewarded by the realisation that a great debt has been paid.

  i



Many pianists suffer pain and injury resulting from unsound practice habits; this is indeed
regrettable. Any sign of strain should be heeded as a timely warning and remedial action taken 
without delay. The following is pertinent. 

As a young student, Lionel Bowman practiced with considerable discomfort, as he
persevered to overcome the problems imposed by a narrow hand span. Nevertheless, he
continued to practice and build a formidable concert career. Eventually the pain became
unendurable. The years of physical abuse had taken their toll, causing irreparable damage to
ligaments, tendons and muscles.

After this crisis he evolved a series of exercises in muscular coordination founded on the
elementary principles of anatomy. He based his teaching on these ideals, and this enabled him to
slowly adopt the new ways himself. As a result of these natural and correct procedures, Lionel
Bowman felt completely comfortable physically and playing became easier, the tone quality
improved immeasurably, and he and his students became fearless, instead of fearful of
performance.

Furthermore, he became aware that what we call relaxation in playing should be described
as control. This fact will become clear to students as they understand what follows in this book. In
very general terms, we are trying to help the average to talented pianist through a set of simplified
muscular exercises, to find the way to artistic fulfilment.

Note on the Exercises

The exercises are based on what the hand is capable of doing with various passages, i.e. single
notes, octaves and chords in their thousands of permutations, which make up what we call music.
Once the learning processes are understood, the pianist will find that they are comparatively few,
and that they can be adapted and applied to the learning of any passage regardless of style or
character.

These basic techniques are learnt through the exercises which are to be practiced daily in
the manner prescribed. They provide a therapeutic learning process and are elementary guidelines
only to play more comfortably and with greater ease at speed. They also give one the means of
cultivating various basic touches.

During the learning process some of the technical movements, muscular conditions,
postures, and sounds, are extremely exaggerated, as a good deal of concentrated attention and
effort is required. Eventually it will be sufficient to devote a few minutes only to the more essential
and representative exercises before regular practice sessions.

The exercises were taught by Professor Bowman by rote: they were not written out for the
student. Thus, attention focused on the physical means by which notes were played in order to
produce a preconceived type, intensity and quality of sound. As a result, the approach was
experimental, somewhat improvisational and rhythmically flexible. The student should keep this in
mind when working the exercises as transcribed in this book.

Video

A DVD to illustrate the exercises and examples in this book is available as well, from 
http://www.ThePianoMagicTouch.com

It is normally included as part of the book download.

ii



Contents

Introduction....................................... .............................. i

Note on the Exercises.............................. ...................... ii

Chapter 1.......................................... ............................... 1
Basic Techniques: Thumb Notes, Octaves and Chords

Chapter 2.......................................... ............................... 20
Basic Techniques: Single Note Playing
 
Chapter 3.......................................... ............................... 36
Application of Basic Principles: Scales and Arpeggios
 
Chapter 4.......................................... ............................... 47
Application of Basic Principles: Double Octave and Chord 
Passages

Chapter 5.......................................... ............................... 62
Application of Basic Principles: Single Note Passages with 
“Collapsed Hands”, Cantabile, and Stretching Techniques; 
Polyphonic
 
Chapter 6.......................................... ............................... 87
Percussive Touch; Conclusion

Addenda............................................ .............................. 90
Fingering, Rearrangement of Hands, “The Law of the 
Dominating Pitch Level”, Triple Meter, Harmonic and Melodic 
Progression, Control of Musical Time



CHAPTER 1 | BASIC TECHNIQUES:
      THUMB NOTES, OCTAVES AND CHORDS

Posture

In most of the exercises in this book, the hands play two octaves apart, thus enabling the forearms
to assume a natural, comfortable position parallel with one another, at right angles to the keyboard.
To maintain this angle, the torso tilts to the left, centre, or right, according to the geography of the
passage played. When the hands play in front of the body, one should lean back a little to
accommodate the elbows. Commonsense and circumstances will determine when, and to what
degree, the angle and the bodily movements must be modified. Where needed, reminders should
be written on the score to 'sit left', 'sit right', 'sit back', 'sit forward', etc.

Of course, one will often lean forward or back for other than technical reasons: for example,
a forward attitude is generally conducive to playing of a contemplative or introspective nature,
whereas to 'sit back' is often associated with a feeling of breadth and expansiveness. The student
will understand that there must always be freedom of movement at the hip joints.

We remind the student to be aware of unconsciously raised shoulders and fifth fingers.

The Thumbs

The thumbs have only two joints and are shorter than the other fingers, but, by way of
compensation, they have a range of movement more than the other four fingers combined.

They have four main functions. With the palms facing you, they can move:

(a) directly towards you,
(b) away from the hand,
(c ) right across the hand to the little fingers, and
(d) rotarily, which is a combination of the above three movements.

They have capabilities that the other fingers do not have and without their use, the fingers could
not function properly because there would be an inadequate grasp.

The thumbs, as the dominating fingers of the hands, play a major role in the positioning of
the hands on the keyboard. They also have a remarkable melodic capability. Students will
appreciate some of the essential functions of the thumbs as they progress from the playing of
single thumb notes, to double octaves, and chords through the position of the octave, and other
chords in which the thumbs have a guiding influence.

Because of their fundamental importance,we begin our technical studies with the thumbs.
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Thumb Notes

♦ Place the limp hands palms down on the lap, as shown in Figure 1. Note that the 
gap between the thumb and index finger is about the extent of a major or minor 

third -  a natural position. Note that the thumb is turned slightly outwards.

 

♦ Next put the hands on the keys with the thumbs over the Cs at the beginning of 
Exercise 1. The remaining fingers 2,3,4 and 5 of the right hand will lie flat on E, F, G 
and A; the left hand fingers 2, 3, 4, and 5 will lie on the notes A, G, F and E. The 
relaxation of the hands and arms will result in the complete freedom of the elbow 
joints, upper arms, triceps, biceps and shoulders. 
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♦ Ensure that the fingers and thumbs maintain contact with the keys. Prepare the 
thumbs, i.e. Firm or tighten them sufficiently to produce the desired tone when the 
keys descend. Test the freedom of the wrist movements, as often as you wish, by 
raising and lowering them a little, without sounding the thumb notes. Be sure to 
keep the thumbs firm during the testing.

♦ It is necessary to understand that the crux of this way of learning is that no sound is 
ever made that is not prepared in advance. Furthermore, one cannot overestimate 
the importance of testing as golfers, tennis players, cricketers and other sportsmen 
do in preparing a first shot. As in sport, so in piano playing, preparation is vital.

♦ When you are satisfied that the thumbs are prepared with the required firmness, 
and the wrist, elbow, and shoulder joints are flexible, lower the wrists through sound 
of the thumb notes as far as they will go (fig. 2). The follow through of the stroke is 
essential.
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In this exercise, do not lift the thumbs; they must move in a piece with the hands. The
hands fall with the descent of the key; sound is produced by hand and arm weight. The movement
must never be forced or jerky, but of maximum comfort. Since the whole technical process is one
of muscular coordination, the descent must be controlled, though all joints appear to be loose. If
the conditions outlined are properly observed, a bell-like sound of clear texture and carrying quality
will result.

At first, one should aim for absolute equality of tone between the hands. Later, the innately
musical will sense the appropriate tonal balance as in melody and accompaniment.

♦ Continue to sustain the thumb notes. The keyboard supports the whole arm (fig. 2). 
While the sound continues, test the wrists up and down as much as you like.

♦ When ready, move the hands and the arms, firm the thumbs, and place them over 
the Ds. Test the wrists up and down several times, and when ready to play, lower 
them to sound the notes. Sustain the sounds and test again.

♦ Move, and continue in the same manner, until the C octave has been reached. Be 
sure to prepare the necessary firmness for each note and release it upon sound.

♦ Practice the descending scale to experience whole arm movement to the left. Use a 
legato pedal as indicated. Eventually, when the procedure has become automatic, it 
will be sufficient to practice several notes only of the ascending and descending 
scale.

Exercise 2, 3 and 4 are provided for the progressive development of pace. In Exercises 2
and 3, move and prepare rhythmically during the rests. In Exercise 4, move in time to the quaver
rests. Pace will not permit release and preparation of the firmness of the thumbs until the
completion of the exercise or the introduction of a pause.
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White thumb Notes with Upward Wrist Action

In general, technical movements are reversible, and this has a valuable practical and musical
application in piano playing. A movement may be up or down, forwards or backwards, sideways
left or right, with many variations, just as in everyday life where there are many examples of
reversible activity, such as sitting down and standing up, stepping backwards and forwards, taking
a book from a shelf and replacing it, and so on.

In normal playing, it may be convenient and appropriate to play a thumb note or notes with
reverse action as follows:

 ♦ Position the hands as before, ready to play the first note of Exercise 1.

♦ Prepare the thumbs.

♦ Test the freedom of the vertical wrist movements by raising and lowering them 
several times.

♦ Apply pressure to the thumb tips; this will cause the wrists to rise and the notes to 
sound.

♦ Allow the wrists to descend as far as possible and release unwanted tension.

♦ Raise wrists, move arms to the right and prepare thumbs to play the next note.

Continue this procedure through Exercises 1 to 4.

Repeated Thumb Notes

Technical procedures similar to those for Exercises 2, 3 and 4 should now be applied to Exercises
5, 6 and 7.

Procedure:

♦ Place hands loosely on the keyboard, and position the thumbs to play the Cs at the 
beginning of Exercise 5 as before.
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♦ Prepare the thumbs to make a firm sound; keep the remaining fingers as free as 
possible. Test the vertical freedom of the wrists a few times, then lower them twice 
to sound the repeated Cs at the beginning of Exercise 5.

♦ At first, pause on the Cs and test the wrists up and down for flexibility. Release 
firmness.

♦ During the rest, move in readiness to play the Ds, prepare thumbs, test the wrists, 
and lower them to sound the repeated Ds. Sustain the notes, test and release 
firmness.

♦ Continue Exercise 5 in this manner and then Exercises 6 and 7 throughout an 
octave ascending and descending of the major scale. The student will notice that, in 
repetition, the wrist movements are smaller than they are when playing the slower 
single notes.

N.B The crescendos marked should be strictly observed because they enhance 
the rhythmic dimension which, in each group, progresses to a musical point 
of finality.
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Black Thumb Notes

♦ Play the Cs at the beginning of Exercise 8 as in previous exercises.

♦ Because the black notes are shorter and higher than the white notes, one must 
move the arms forward, and raise the wrists a little to play them. 

Upon sound, the wrists must be raised so that they do not inadvertently sound the white
notes beneath them. Thus, we move the arms forward, with the thumbs sliding along the surface of
the keys towards the C#s. The wrists will rise a little to place the suitably firm thumbs in readiness
to play the C#s. Test the wrists a number of times by raising and lowering them from the horizontal
to their highest arched position in which the supporting thumbs will be vertical. (Fig. 3) 
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♦ From slightly above the vertical position, lower the wrists a little to sound the C#s. 
Release upwards and test the vertical flexibility of the wrists. Lower wrists. 

♦ Move the arms back, to slide the thumbs into position, and prepare them to play the 
Ds. Test, and continue chromatically upwards throughout the octave. Also practice 
the descent of the scale.

♦ At first, the pianist should play Exercises 8, 9, 10 and 11 with downward wrist 
release for the white thumb notes, and upward release for the black. Later, as 
speed develops, wrist movements become minimal. At every stage, experiment and 
experience will determine the nature and size of the movements.
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Apart from the technical and musical advantages, there are considerable therapeutic benefits to be
derived from practice of these exercises. For example, the forwards and backwards movements of
flexible arms – like reaching forwards to shake someone's hand – will open the elbow and shoulder
joints and protect the pianist from the affliction of tennis elbow, or pains in the upper arms. One
must at al costs, avoid locking these joints, as this may eventually result in pain.

One of the main purposes of these exercises evolved by Lionel Bowman is to eradicate
discomfort and pain which occurs so often with pianists who do not understand muscular
coordination, or elementary anatomy of the hand.

Repeated Black and White Thumb Notes

If the previous instructions in this chapter have been carefully followed, there should be no problem
in applying them to Exercises 12, 13 and 14.



10- The Magic Touch

Double Octaves Using White Notes

The best foundation for the playing of any double octave passage is established through the
position of the thumbs. Therefore, the work on double octaves should not begin until one is
thoroughly familiar with the thumb playing techniques and can apply them automatically to the
prescribed exercises.

At all stages of technical development, if in doubt, one should keep in mind that if it feels
right and sounds right, it is right .

Procedure:

♦ Place limp hands with fingers lying flat on the keyboard and thumbs on the Cs at 
the beginning of Exercise 15.
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♦ Play the thumb notes in the usual manner. Extend the hands laterally so that the 
outstretched, flattened fifth fingers reach the octave notes. Fingers 2, 3, 4 and 5 
should be fairly close together, with the main opening between the thumbs and 
second fingers (Fig. 4). Test this lateral movement by repeated extension and 
contraction of the hand. The fingers do not leave the surface of the keys.

♦ Continue to sustain the Cs with the thumbs, extend the firm fifth fingers and play the 
octaves. Test the wrist movement up and down a number of times whilst the 
octaves are supported by the keyboard.

♦ Now test the rotation of the forearms towards the fifth fingers and resume the 
normal playing position. You will notice that when you rotate towards the fifth 
fingers, the knuckles of the second, third and fourth fingers slope towards the fifth 
fingers (Fig. 5). The purpose of the rotational movement is to test the flexibility of 
the hands.

♦ Test the wrists up and down.

♦ Now release the thumb notes, but continue to sustain the fifth fingers, and test the 
lateral freedom of the hands by opening and closing them a few times between the 
thumbs and the index fingers. The fifth finger will now support the arm on the 
keyboard (Fig. 6).
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♦ Play the octave.

The downward application of the wrists with a release towards the fifth fingers 
causes the thumbs to play more lightly. When the octaves are played in this 
manner, the student will notice that the melodic line supported by the left hand root 
immediately sings with a rich, warm texture. The result is a bell-like quality at any 
dynamic level.

♦ One should now experiment further by adjusting and re-adjusting the balance of 
sound at will. The balance is automatic because of the muscular co-ordinations.

This is the moment when students should experiment with various dynamic levels 
-i.e. From pianissimo to double forte and back.

♦ Continue Exercise 15 by positioning the hands in readiness to play Ds,  i.e. raise the
wrists a little and move the whole arms a similar distance to the right.

♦ Continue the process through one octave ascending and descending of the C major 
scale.
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♦ One should also continue the practice of releasing the thumbs and contracting the 
hand towards the sustained fifth fingers, upon sound of each octave. The wrists 

should not drop below the 'normal' playing level in this instance. Extension and 
contraction may be tested several times. A legato pedal is essential.

Pace permitting, this practice provides further ease in performance; it also has a 
psychological advantage and influence for the player, in that it directs his attention 
to the main lines, i.e. Top and bottom. The technique is invaluable for delineation, 
and release of tension in octave and chord playing.

Careful attention should be given to the instruction concerning coordination of 
physical condition and technical movement; this attention to the technical aspect 
should be allied to critical listening. In learning, no sound should be attempted 
without an awareness of the physical means required to produce the desired 
musical effect.

♦ Now proceed to play the double octave scale. (See Exercise 16). Gradually 
increase the pace, but to a tempo that is not too fast to maintain preparation and 
release of tension for each double octave. Varying dynamics and the use of 
tonal gradation should be attempted.

♦ Exercise 17 is provided for the cultivation of speed. At first, the student should play 
each bar in isolation, with thumbs only, perhaps resting hands on the lap between 
each group. Later, the exercise could be played in pairs of bars, and then, in its 

entirety without pause. Finally, play in octaves.
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More extended double octave passages should be devised, e.g. Exercise 18. As in Exercise 17,
practice at first with thumbs only, then in double octaves.

One should apply all the basic procedures in daily practice. Learning and relearning are essential.
One must frequently “RETURN TO SQUARE ONE”.

Double Octaves Using White and Black Notes

The technique for the playing of black-note double octaves may be conveniently developed
through the application of the essential principles to the playing of the chromatic scale.

Exercises 19 to 21 provide progressive material for such practice. Exercise 21 will be
played with thumbs only, and then in double octaves.

N.B. The need for upward wrist release in playing black note double octaves at slow to moderate 
pace.
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♦ As one gains further experience in octave playing, even more facility and economy 
of technical movement can be achieved by playing groups of 2, 3, 4 or more double 
octaves. This time-honoured procedure of initiating groups of notes from single 

impulses has been described aptly by Professor Bowman as “two or more for the 
price of one”.

The student should now apply these techniques to his regular practice of double 
octave diatonic and chromatic scales.

Procedure:

♦ Select a scale and play it with hands two octaves apart as follows:

(a) With prepared thumbs and with notes alternating sf and pp.

(b) In octaves with exaggerated sf pp alternations – these become 
equivalent to slurs, i.e. Down-up etc. Be sure to prepare fifth fingers, 
test vertical movements of the wrists, and hand extensions and 
contractions as previously instructed.

(c ) Play the double octave scale in a more normal fashion without undue 
emphasis.

Gradually extend the number fo octaves within the pulse groups from 
two, to three, four and more.

N.B. The wrists descend at the beginning of each group and continue to rise throughout thr
group. The above octave work is essentially staccato. There is no such thing as legato octave 

playing, although a certain amount of linking is possible through the use of the fourth and
fifth fingers. The rest must be accomplished by discreet use of pedal.
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Repeated Double Octaves

If the repeated thumb note exercises and the basic double octave techniques have been
thoroughly mastered, Exercises 22, 23 and 24 should present no further problems.

♦ In each of the exercises, the patterns are to be continued throughout one octave 
ascending and descending of 

(a) the C major scale and

(b) the chromatic scale beginning on C.

It is important to remember the following:

♦ Test frequently, particularly the vertical wrist movements and the lateral extension 
and contraction of the hands.

♦ In repeated note playing, the fingers do not leave the surface of the keys. The wrists
do the work of repetition.

♦ Release upwards upon sound of black notes.
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Chord Playing Through the Position of the Octave

♦ Play the octave as shown in the first bar of Exercise 25.

♦ Position and prepare the second and third fingers of the right hand, and the second 
and fourth fingers of the left hand, test the wrist movement and play the harmony 
notes, E and G. Depending on the size of the hand, these fingers will be more or 
less curved or straight, as the hands adopt the necessary formation. Every chord 
will require its individual hand position: in learning, one must constantly ask oneself, 
“on what part of the key must I play now?”, bearing in mind that movement and 

posture must be comfortable.

♦ Play the chord.

♦ Continue the pattern of Exercise 25, as shown, throughout one octave ascending 
and descending of the chromatic scale.
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♦ Then play the major chords only throughout the scale. The top notes should sound 
clearly as a result of the calculated balance of firmness and pressure of the thumb 
joints and outstretched fifth fingers.

♦ Sustain each chord with the pedal and release notes other than those played by the 
fifth fingers. The holding of the fifth fingers on the keyboard will enable one to 
test the extension and contraction of the hands and the upwards and downward 
movement of the wrists.

♦ Playing chords like this should result in a clear, singing quality of the melodic line 
supported by the root of the chord and the inner harmony notes. Be sure to prepare 
the required balance of firmness in the fingers before each chord, and release it 
upon sound. By incorporating the increased strength and pressure of each finger, 
enormous power will be achieved effortlessly.

A rhythmic rebound between each chord, in learning, enhances the musical feel. After the
elementary stage has been mastered, the student will notice that, when playing faster, either with
legato pedalling or staccato without pedalling, there is a contraction of the hand during the rest
period between the movement of the hand to the next note, octave, or chord which result in a
rhythmic feel, 1 and, 2 and, 3 and, etc. The “and” is the moment of rebound and complete release.
All exercises must be done with a rhythmical pattern.

The chords can now be played more freely in other ways, e.g.

(a) technically staccato, with loose arms, firm fingers, sharp upward 
release, sustained with pedal.

(b) with a more gradual forward roll of the wrists, and grasp, or inward 
curl of the fingers: the colour changes completely.

(c ) experiment with touches – for example, caressing and loving – 
dynamics from pp to ff, and also think largely in terms of mood and 
colour, and perhaps of composers' sonorities such as those of 
Chopin, Debussy, Beethoven, etc.

Repeated Octave Chords

Exercises 26, 27 and 28 are to be continued through one octave ascending and descending of the
chromatic scale.



Chapter 1 – 19



CHAPTER 2 | BASIC TECHNIQUES:
      SINGLE NOTE PLAYING

There are several kinds of touch, each of which has its own special function. They may be
conveniently studied and practised through their application to five-finger exercises which are
played in contrary motion, and therefore involve the simultaneous use of of the same finger in each
hand. Thus, the hands provide mutual assistance, and the technical postures, sensation of
muscular condition and movement are reinforced in the mind. That is to say, “If the sensation is
right in one hand, the muscular feeling will be conveyed to the other”. N.B. There is little to be
gained from the playing of these exercises without the application of the various touches
prescribed.
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When the palm of the right hand is placed upwards, as in Illustration A, the two bones of the
forearm – the ulna (1) and radius (2) lie parallel with each other. This attitude is called supination.
When the palm faces downwards (illustration B), the radius (2) is turned around the ulna (1), which
does not change its position. This posture is known as pronation. This ability to supinate and
pronate is essential in every day living as, indeed it is, in piano playing.

Unrelenting misuse of the radius and ulna can cause tendonitis and other muscular pains.
Therefore, the pianist should be aware of their function and their involvement in piano playing.
When playing towards the fifth finger, the radius and ulna move towards their natural anatomical
position, in which they lie parallel with one another, but in a playing position, they cross. A
stretching exercise has been devised so that the radius and ulna can open a tiny fraction before
playing each note to make playing towards the the thumb more comfortable. When the technique
has become automatic, the pianist will ignore it in faster playing.

Now is the time, when one has understood the above, to note that many of the things we
do, like shaking hands, driving a car, etc., are comfortable because the weight lies normally
towards the fifth finger. Similarly, in piano playing, this rotation of the forearm towards the fifth
finger enables us to function in the conventional way. 

Therefore, in playing single notes towards the thumbs we recommend the following:

♦ Place hands, with flattened fingers, in position to play Exercise 29.

♦ Balance the weight of the arms on the tips of the straight, rigid fifth fingers. Stretch 
out and spread the remaining stiffened fingers to their maximum height and forward 
thrust (Fig 7).

♦ Without sounding the notes, constantly raise and lower the wrists to test their 
flexibility. Note that as the wrists are lowered, the fingers close and the hands 
contract.

Elbow and shoulder joints should remain free throughout the movement, and will 
open and close as the wrists ascend and descend.
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♦ Now lower the wrists and hit the fourth finger notes in each hand with extreme 
velocity and force. Continue to sustain the fourth and fifth fingers.

♦ They will now act as pivots, and one should test the wrists upwards and downwards 
as before, and then lower them to strike the Es forcefully with the third fingers. 
Continue to hold the third, forth and fifth fingers.

♦ Next, pivot on these fingers, test the wrists and strike the notes with the second 
fingers.

♦ Finally, whilst holding and pivoting on the four fingers, in each hand lift the thumbs 
several times as high as they will go and then hit the thumb notes. The whole hand 
then collapses on sound of a thumb on a white note, (refer to the first thumb 
exercise).
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The constant opening and closing of the radius and ulna, though only for a split 
second at a time, gives respite, and relieves one of the danger of developing 
muscular pain. At this stage you are playing each note with individual power, like 
shots from a bow and arrow.

♦ Now, using the same techniques, play Exercise 29 as written. Use curved fingers 
when playing towards the fifth fingers, and straighten them when playing towards 
the thumbs.

Once the above techniques have been absorbed they can be ignored at speed, and 
one will then play with curved or straighter fingers depending on the position of the 
pattern, or on what part of the keyboard you have to make the sound. What has 

been EFFORTFUL in learning, has become EFFORTLESS in performance.

“Collapsed Hands”

We begin learning note passages quietly and slowly with loose hands, using the technique of the
above stretching exercise when playing towards the thumbs. Note that some firmness is necessary
at the finger tips, otherwise the notes will not sound.

♦ Exercise 29 should be played in this manner. Occasionally, introduce an element of 
rubato: move a little towards the middle of the phrase group, and ease into the 
cadence. Do sustain the triads as shown to allow each group of notes to realise its 
natural musical resolution, and to enable one to test the flexibility of the hands and 
wrists in every possible direction. One may move the wrists upwards and 
downwards as far as they will go; they can be moved laterally; they may rotate to a 
considerable extent; the knuckles can be collapsed downwards and inwards,and, in 
general, the pliability of the hand may be exceedingly well cultivated by these 
means.

Cantabile Touch with Downward Wrist Action

This touch is used when beauty and warmth of singing tone and range of colour are wanted. Three
technical procedures are combined to produce each sound. It is recommended that the
components first be practiced individually in progressive stages away from the keyboard.
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♦ 1. Place limp hands, palm down, with fingers very slightly curved on the lid of 
the piano or table top with loose arms at right angles to the keyboard. 
(Fig. 8).

♦ The hands remain stationary with wrists in contact with the wood while 
fingers stroke and curl into the palms, and thumbs slide towards the index 
fingers. (Fig. 9). The action is then reversed and repeated a number of 
times.
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♦ 2. Slide the hands back so that the wrists are fully lowered and the flat fingers 
support the limp weight of the hands and arms. (Fig. 10).

♦ Test the wrists up and down a few times. There will be a little pressure at the 
finger tips which will act as fulcrums. Note that the fingers gradually assume 
a more curved shape as wrists rise.

♦ Lower the wrists from slightly above the normal position to a little below it. 
This movement is accompanied by a grasping action of fingers and thumbs 
combined with a pulling action of the wrists which cause the fingers and 

thumbs to curve inwards a little more, the tips sliding inwards not more than 
about the width of a pencil. The reverse takes place as the wrists rise.

♦ 3. Place hands on lid in “normal” playing position with fingers slightly curved.

♦ Apply varying degrees of pressure to the finger tips and thumbs. Test the 
firm flexibility of all joints from finger tips to shoulders by moving the hands 
and wrists in all directions, i.e. Up and down, laterally, rotarily, etc. with finger
joints collapsing and curving at random; the fingers appear to wriggle like 
eels. The student may be surprised to discover that it is possible for him to 
transmit through highly flexible fingers, hands and wrists the maximum 
strength of which the combined weight and pressure of his arms are 
capable. In this manner, the flexibility of the mechanism can be cultivated 
and applied.

 
 N.B. that during this testing on wood

(a) the pressure should be equally distributed among the fingers and 
thumbs, and 

(b) the finger tips remain stationary on the lid, but the thumbs slide to 
compensate for the hand and wrist movements.
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♦ We now combine the essential components itemised above, under 1, 2, and 
3, i.e. With hands on lid in “normal” playing position, prepare the sense of 
firm flexibility in the semi curved fingers, drop the wrists from slightly above 
normal position to a little below it, and at the same time introduce a pulling 
and slightly grasping movement at the finger tips and thumbs which will 
cause the finger tips to slide a very short distance, about the width of a 
pencil, towards the edge of the lid.

♦ Now play Exercise 29 on the lid, testing the vertical wrist movement three 
times for each note.

♦ Finally, transfer the exercise to the keyboard. Continue testing the wrist for 
every note, and in all possible directions while sustaining the triads.

It is essential to have some firmness at the finger tips at the moment of making sound, otherwise
there will not be clarity. Without the right sense of pressure, no sound will ever carry or penetrate in
a room or hall. At first, one should play the five finger exercise quite loudly, to encourage power at
the finger tips. The pressure and rapid energetic pull of the curved finger touching the key surface
moves the wrist upwards and the forearm forward on descent of the key, and likewise assists the
ascent of the wrists during testing. There is power in the sound and flexibility in the elbow joint and
upper arm. Remember to use curved fingers when playing towards the fifth fingers, but have them
a little outstretched when playing towards the thumbs. As more experience is gained, the exercises
may be played a little more fluently and without testing before each note. Release of tension will
take place on final sounds (or the triads, if these are sustained as indicated). The student will be
delighted by the beautiful quality of these sounds and consider his efforts well rewarded.

♦ Play each phrase slowly and expressively, with a controlled rubato. For example, 
one might gradually intensify the tone and tempo towards the middle of the phrase, 
easing off towards the cadence.
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♦ Now play the exercise staccato; as in legato, pull each finger in combination with a 
downward wrist movement. At first, allow a rhythmic rebound between each note. 
Remember that in this cantabile type of staccato, fingers should maintain contact 
with the key surface, and that pressure is needed at the finger tips.

All music sings; singing tone is a constant factor in performance regardless of style, 
period, instrument, or whether one is playing purely lyrical phrases or florid passage 
work.

Up to this point in our studies, however, we are dealing only with basic musical 
techniques, and specifically, cantabile touches of the cantilena or lyrical variety in 
their most elemental forms.

Cantabile Touch with Upward Wrist Action

The touch with upward wrist release is similar and complimentary to the cantabile with downward
wrist release. Its technique is conveniently prepared away from the keyboard.

 

♦ Place the hands palms down with fingers flat along the upper legs. Arms and hands 
should be loose. (Fig. 11)



28- The Magic Touch

♦ Prepare firmness, i.e. Tension in finger tips and thumbs and apply equal pressure to
them; as the fingers gradually curve the thumbs will move towards the index fingers.
The strength of the curving fingers will cause the wrists to rise, (Fig. 12), and fall 
into a clenched hand. (Fig. 13)
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♦ Reverse the action, i.e. Uncurl the fingers until palms of the hands and fingers lie 
flat on the legs. Release tension.

♦ Repeat the entire process in one continuous movement, a number of times i.e: 
without pausing at any stage. Gradually increase the rapidity of the movement. N.B. 
The fingers do the work in that they cause the wrists to rise and fall as a result of 
the strength of their grasping action.

Note that the fingers remain flexible but will increase or decrease in firmness according to 
the amount of arm weight/pressure that they must support. The thumbs will automatically 
slide gradually from their slightly open position towards the index fingers so that when the 
second knuckles rest flat on the legs, the fists will be closed like those of a boxer.

The Procedure for the playing of single notes is similar except the at the instruction now 
applies to the use of independent fingers. It is comfortable and convenient for the hands to 
begin with the third fingers as indicated in Exercise 30. 

     

Procedure

♦ Hands and fingers lie flat and loose in position on the keys to play Exercise 30.

♦ Prepare tension in third fingers only.
♦ Suddenly curve them with energy and pressure, thus causing wrists to rise and 
arms to move forwards. If the movements and physical condiions are properly 
coordinated, with the application of arm weight and pressure, the resulting sound 
should have a round, bell-like quality. The notes  will sound as the finger tips 
approach the vertical, but, in learning, movement should continue through until the 
fingers lie flat on their second knuckles. It is understood that the hammers hit the 
strings before the keys are fully depressed. Nevertheless, for the sake of comfort 
and security, the 'follow-through' is just as essential as it is in sport, (e.g. Golf, 
tennis, cricket, etc.). Therefore, the action must continue to the keyboard level, and 
in the initial stages it is helpful to exaggerate the movement by curling the fingers 
with a continued forward roll of the hands so that they come to rest on the second 
knuckles on the keys.

♦ The reverse takes place with a recoil and maximum wrist drop, and the fingers 2, 4 
and 5 in each hand will silently depress their notes.
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 ♦ Each of the remaining notes of this preparatory exercise should then be played in a 
similar manner.

♦ To ensure a legato it is essential to transfer the pressure from the sustaining finger 
to the note to be played. An obvious analogy may be made with walking, where the 
weight of the body is passed from one foot to the other. You will notice that the 
weight is supported by the ankle, knee and hip joints of one leg for a split second 
before its transference to the other. All children learn to walk by stretching up on 
their toes to transfer the weight from foot to foot. If you associate the idea with the 
second, third, fourth and fifth fingers, comparing the first joints to the ankle, the 

second to the knee, and the third to the hip, you will understand the analogy. The 
thumb, however, has only two obvious joints – the third is joined at the wrist. 

♦ The five-finger Exercise 29 should now be played at a slow pace using this touch. It 
is recommended that the reaction or recoil (i.e. When the wrists are lowered and 
fingers uncurled ) might be counted and played to the count of “and” on the 
rhythmic half-beats on the drop of the wrists.  

♦ Try this technique without testing and with less exaggerated movement.

♦ Now change to staccato – the action is the same: the fingers pull the wrists forward. 
The release is sharp and the tone resonant.

Stretching Techniques

The purpose of this exercise is to develop articulate power and eventually brilliance and
agility. It is a stretching exercise. The movements are highly exaggerated, and in the learning and
practice phases, they are also very ungainly. The student should not be deterred by the
extraordinary nature of the exercise, considering the benefit to be derived from it and the fact that
ultimately technical movements seem quite natural in performance. Moreover, as a result of such
application during the practice period, the playing acquires greater strength, precision and control.
What has been effortful in learning, in performance becomes effortless. 

The basic postures and technical movements can be conveniently developed through
Exercise 31, played on the lid of the piano, or, if preferred, on a table top of suitable height.

 

 



Chapter 2 – 31

Procedure:

♦ Place the palms of the hands on the wood approximately two octaves apart. With 
forearms at right angles to the lid, keep the wrists lowered and stretch fingers and 
thumbs out as rigidly as possible. Both sides of the hands should be contracted. In 
this posture the flesh of the palms is loose, regardless of the degree of tension in 
the fingers. The thumbs acting as pivots rise to their tips, while the wrists rise and
the fingers stretch like steel to their extreme height and forward thrust (Fig. 
14).
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♦ The thumbs and wrists are then lowered with considerable velocity and force, 
causing the palms, and the remaining four fingers of each hand to strike the lid 
loudly and forcefully. A rotary movement with directional force towards the fifth 
finger sides of the hands should be carefully avoided in this exercise.

♦ Continue to beat the lid rhythmically with palms and fingers 2, 3, 4 and 5 as shown 
in the first two bars of Exercise 31. The upward movement of the stiff, stretched out 
fingers with simultaneous rising of the thumbs to their tips in combination with the 
wrists, may be conveniently performed on the quaver rest half pulses.

♦ Fingers versus thumbs now reverse roles, as shown in bars three and four where 
the four fingers of each hand act together as pivots while the thumbs, motivated by 
forceful and rapid downward movements of the wrist, beat the lid. In the raised 
position, the fingers will stand on their tips while the thumbs will stretch rigisly 
forwards and upwards.

♦ The remaining four bars of the exercise provide similar practice with the alternation 
of the thumbs and second fingers with the remaining fingers, 3, 4 and 5.

The student should now prepare to develop the necessary techniques at the keyboard by
performing Exercise 30 as follows:

♦ Place limp hands with flat fingers and dropped wrists over the keys in place to play 
the exercise. Do not depress the keys.
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♦ Contract hands with fingers and thumbs outstreched with considerable tension and 
slide third fingers forwards with downward pressure along the notes E in each hand. 
The wrists will rise gradually during the forward movement until the third fingers 

stand vertically on their tips. (Fig 15). The wrists are gradually lowered during the 
reverse movement.

♦ The pressure will then be transferred to the second finger of each hand and the 
wrists are again tested as above while sliding forwards and backwards along the 
keys.

♦ The remaining notes of the exercise should be played in a similar manner.

The notes of Exercise 30 should now be played as follows:

♦ Begin with limp hands dropped, wrists and arms in position, and allow the fourth 
and fifth fingers of each hand to silently depress their keys.

♦ Stretch the fingers forwards like steel, still maintaining the lowered wrist and 
sustaining the fourth and fifth fingers.
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♦ Now, using the fourth and fifth fingers as pivots, allow them to stand vertically on 
their tips while the thumbs and remaining fingers stretch outwards and upwards as 
far as possible the wrists rise. (Fig. 16).

♦ Lower the wrists allowing the stiff outstreched third fingers to touch the surface of 
the notes E in each hand. Repeat this raising and lowering movement three times. 
(These testing movements should be strongly controlled but slow, and of full 
amplitude. The sustained notes should be long. The testing is essential to ensure 
that the flexibility of the wrists is maintained in combination and coordination with 
the rigid stretched-out fingers and thumbs.

N.B. that in this exercise the stretched-out fingers remain uncurved and maintain their 
fixed knuckle joints and positions relative to the hands. It is important to remember 
that without free wrists nothing will work in coordination.

♦ After testing, lower the wrists with considerable force and velocity to strike the Es 
with the third fingers.

♦ Sustain the third, fourth and fifth fingers of each hand; use these as pivots, and 
whilst testing the wrists up and down, touch the second finger notes three times; 
sound them as before and simultaneously release the third, fourth and fifth fingers.

♦ In order to play the remaining notes of the exercise, it should be noted that the 
finger last to play is the pivot finger, and that, in preparing to play a note, all other 
fingers are stretched and raised, and that when they reach their maximum height 
and extension, the holding finger will be straight and vertical.

♦ Once the above procedures have been mastered, a rhythmic dimension should be 
introduced by counting four beats to each semibreve note, testing the upward 
movement of wrists and fingers on every half beat, and lowering them on the pulse.

♦ The techniques may now be applied to the practice of Exercise 32, with the triple 
rhythmic testing and also without it. In the case of rhythmic testing, the quarter – 
notes should be regarded as whole notes, and, in the application of the essential 
techniques to the five-finger exercises, it is recommended that one should pivot on 
one finger at a time, i.e. The last note to be played should be regarded as the pivot.

   

Agility and precision in the performance of passage work and intricacies, including 
difficult ornamentation, may be developed initially through the application of the 
stretching, testing, and hitting processes.
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Proceed further as follows

♦ Play the five finger Exercise 32 using the highly exaggerated stretching movements 
and percussive touch. Alternate the mode from major to minor.

♦ Play the exercise a number of times; each time curve the fingers a little more and 
increase the pace. Finally, the fingers may strike from a height of not more than 

about the width of a pencil above the keys. With increasing pace, the wrist drops 
become gradually smaller and faster, until the wrists vibrate. They should be 
dropped rhythmically with strong accent on the pulse – throughout each group of 
four they rise and the fingers move forward on the keys, gripping the surfaces, until 
the wrists drop on the next pulse. Maintain the same position on the key for every 
beat.

♦ At this point, further velocity can be achieved only by eliminating the wrist vibrations.
Thus, although the playing will be more facile, tonal quality will deteriorate unless 
there is a compensating continuous downward pressure of the wrists transmitted to 
the keyboard through firm, supportive fingers. The wrists should be kept flexible.  

♦ The five-finger exercises should now be played at faster speeds with conscious 
application of the technical means to produce qualities ranging from lightness and 
facility to loudness and brilliance.

If, after the application of these procedures, difficulty is still encountered, the 
student should return to square one and check the muscular coordinations, starting 
with the radius ulna exercise,and the collapsed hands and cantabile stages, before 
again applying the techniques pertaining to Exercise 32. He or she might stretch the 
fingers straight out like steel , transferring extreme pressure from note to note. One 
could then press and rub each straight, stiffened finger along each note towards the 
finger board and back again. This will give greater stability to the hands and 
eliminate unwanted wrist vibrations that are a hindrance to speed.



CHAPTER 3 | APLICATION OF BASIC  PRINCIPLES:
      SCALES AND ARPEGGIOS

Scales

The thumbs have an important role in their guiding influence and ability to set the changing
position of the hands on the keyboard. The advantages of the “position technique” become obvious
when applied to the learning of scales and arpeggios.

We will begin by examining the basic positionings of the hands that are needed to play the
scale of C major in contrary motion. Exercises 33 and 34 are preparatory and should be played
flexibly, firstly with collapsed hands, and then with a cantabile touch. All scale exercises may be
extended throughout several octaves. 

Exercise 33 positions the thumbs without disturbing the stability of the hands.

 

Exercise 34 treats the thumbs in similar manner and includes the gentle playing of the 
hand groups which are sustained as clusters, while wrists are tested in all possible 
directions.
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To begin, students will find it easier to play the scales with C Major fingering (i.e. C, G, D, A and E
majors and minors) in contrary motion because the hand groups coincide. See Exercise 35a.

Procedure:

♦ With transference of weight, play the first three notes. Test the passage of the 
thumbs under the hands several times. Allow the elbows to move similar distance to 
and from the body in the direction of the lateral wrist displacement.

♦ Play the thumb notes; this gives the new hand position, the wrists drop and the 
hands collapse. Test the wrists up and down.

♦ Play the next group of eight notes (from G in the right hand and F in the left). This 
returns one to the thumb notes. Drop the wrists.
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♦ Then TWIST the third fingers over the thumbs and upon sound allow the wrists to 
swing laterally to and fro several times before settling to their normal position. Stop 
dead.

♦ Then add the last two notes in each hand ad drop the wrists.

In similar motion scales, hand groups overlap and cause special problems for the 
inexperienced. Therefore, until one is able to automatically coordinate the various 
techniques, it will be necessary for one hand to wait or pause while the other carries out its 
testing duties and adjustive movements.

   

In learning scales, arpeggios, and repertoire, it is necessary to slide the hands forwards and
to raise the wrists a little to negotiate the black notes, because they are, of course, shorter and
higher than thew white notes. Thus, it not only helps in the security of performance, by avoiding the
danger of slipping from the black keys, but has therapeutic advantage in the opening and closing
of elbow and shoulder joints, and in maintaining the integrity of the hand.

   
Scales in Double Thirds

These are essential to the pianists technical equipment and should be practiced regularly. 
The following learning procedures for the scale of C Major in double thirds (see Exercise

36) are sufficient to illustrate the principles involved. 
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Right Hand

♦ Play the first group or three notes. Stop.

♦ Move, and play the next group of four. Stop.

♦ Move, and play the top pair of notes. Stop.

♦ To descend, there is a difference: when moving from 3 1  to 5 3, or 2 1 to 5 3, one  
releases the top note of the first pair and the hand pivots on the thumb note, and 
then the forearm swings back towards the body, while the hand TWISTS back into 
place by swivelling on the third finger. Also, in right hand descending, one at first, 
should use slightly flattened fingers. See note on Radius and Ulna about playing 
towards the thumb.  

 Left Hand

The procedure is similar, though the principles are reversed for ascent and descent. 
It is important to observe the irregularity of the hand groupings,

   i.e, Right Hand 3 notes  + 4 + 1 + 4 + 3
Left hand 4 notes + 7 + 4,

and that they overlap when played both hands together.

At faster speeds the lower notes in each hand are [played staccato. This helps project the
upper notes and assists in control. It will be of interest for the student to experiment and discover
for himself if the extent to which the principles of learning apply to other scales, including
chromatic.

Agility

Exercises 37 and 38 have been devised for practice in the development of control and agility in
scale playing.
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Note carefully the following instruction for the performance of Exercise 37.

The first note of every slur comes from a forearm stroke. The attack from the forearm is
combined with the hand firmly set in what has been described as the “cobra” position (Fig.
17). In this position, resembling a snake's head, the hand is in the ideal formation – the
flesh in the palm is loose, and every ligament, tendon, and muscle is in place.

The slurs are played with a DOWN-UP (↓↑) action of the forearm. The playing
should be rhythmic and the rapid note groups well articulated. It is essential for the pianist
to understand that after the hand has left the keyboard , even briefly, the next sound is
played with a forearm stroke, not a finger movement. 

A perfect example for the application of this slurred technique is at the beginning of
Sonata Op. 31 No. 2 by Beethoven. (See chapter V – Example 37).

In the third and fourth bars of Exercise 37 observe the principle involved when
playing towards the thumbs (Refer to note on Radius Ulna). Exaggerate the point at first:
use forearm stroke to hit the first notes of the slurs with stiffened fifth fingers, combined
with hands in “cobra” position. Stretch fingers upwards, and use the wrists to hit the
thumbs- play louder and gradually faster – press like steel.

Once the technique is established and the playing is rhythmically secure,
experiment with different dynamic levels and tonal qualities.

Now we extend the range of the slur to include scales.
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Greater efficiency in scale and arpeggio passages can be achieved at high speeds
if one does not attempt to pass the thumb under the hand or the fingers over the thumbs to
the full extent. It is quite sufficient and more comfortable if a partial move of this nature is
made in moving in the direction of the note to be played upon passing. Thus, the
movements may continue smoothly, across the keyboard without lateral displacement of
the wrists. In other words, the pace will provide impetus and continuity, and the very slight
gaps between hand groups will be imperceptible.

If they look at the great pianists performing on video, students will notice that,
except for perhaps and interval of a second at slow motion in passage work, they do not
connect by passing the thumb under the hand or vice versa. The demands made by the
various examination boards for the passing of the thumb are nonsense.

In Exercise 38, follow the procedures as prescribed for the previous exercise.

i.e.

♦ Play the first note with a downward forearm movement and hands in “cobra ' 
position. Release upward upon sound of the second note, and allow hands to close. 
Play to a rhythmic beat.

♦ Give the same attack for the second bar. Play slowly, at first, with fingers stretched 
forward like steel and with extreme pressure. Avoid adjustive movements of the 

thumbs: simply jump the positions. (i.e. In the second bar, play and say, 'Three 
notes – move- five notes .” In the fourth bar, “Five notes – move- three notes .” 
The whole arm movement between positions is rapid and will require a degree of 
firmness in the shoulder joints. Thus, and assistant should find it quite difficult to 
move the forearms laterally. Gradually increase pace.

♦ Play similarly the third and fourth bars – observe the technical principle required 
when playing towards the thumbs.

♦ Play all major scales beginning on white notes in this order- B, A, G, F, E, and D, to 
the pattern of Exercise 38.

♦ Extend the range to two octaves.
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♦ Now play the exercise in similar motion, slowly at first, with extreme pressure 
transference on fingers stretched like steel. Remember, one hand must wait while 
the other moves or jumps its position. Also, one must pause to slide forwards and 
back to negotiate black notes. Exaggerate at first – ignore later.

♦ Now play the scales rapidly: one, two, three octaves ascending and descending – 
each in one sweep, beginning with a hitting downward forearm movement, and 
ending with the upward release. In the one octave scale, fifteen notes emanate 
from a single arm stroke, in the two octave scale there are 29, and in three 
octaves, 43, - and this is economy.

♦ Next attempt four octaves as follows. Outline the progress of the first four notes of 
the scale – C,D,E,F,F,E,D,C as indicated.

♦ Experiment at various dynamic levels and introduce tonal gradations, e.g. 
Crescendo ascending and diminuendo descending. If results are not entirely 
satisfactory, refer to the last paragraph of Chapter 2.

Rubato

Musical expression depends on quality of tone through rhythmical creativity which  we call 
rubato. It is possible to teach it to students without instinctive talent for rubato by the 
following means.

We refer to “the straight line bent” evenly. In a four octave similar motion scale, the student
striving for maximum expression, will notice that the first few notes are slower as the scale
proceeds from the bottom note to the top and the speed is maintained on the return until the
rallentando begins to progress to the final note. There is an old saying that you can bend a straight
line, but not a crooked one. Imagine a sword being bent into a curve – or, how a motor vehicle
accelerates from, say 0 – 10 – 20 – 30 – 40 – 50 kilometres per hour, and how, when coming to
stop sign, the speed gradually reduces from 50 – 40 – 30 – 20 – 10 – 0.



Chapter 3 – 43

To cultivate this fine control of musical time, the pianist should practice rubato scales on a regular
basis.

Arpeggios

Progressive steps

♦ Learn slowly, in groups as shown below. Open the hand, as required, to play each 
interval, but close upon sound, when the note is played. Remember, a finger should 
be over a note  before it is played. Move to the new positions during the rests by 
sliding the tips of the fingers along the surface of the keys. It is helpful technically to 
push up with the wrists towards the end of each group.

♦ Note that the groups in each hand are irregular in length, and do not coincide when 
arpeggios are played both hands together in similar motion. Therefore, in learning, 
one hand must wait while the other moves. Play at first as follows. Move during the 
rests.
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♦ Now play Exercise 40(c) without stopping, separate hands at first; press with 

stiffened straight fingers. Jump to each new group – do not allow the fingers to 
leave the key surface. As the pace increases, the arms will be stiffened sufficiently 
to enable one to quickly move them laterally to each new position.  One may allow a
slight passing movement of the thumbs, or the hands over the thumbs, but not to a 
degree that causes any lateral displacement of the wrists.

♦ Play both hands, each time a little faster, more flexibly, and with fingers more 
curved.

♦ Next, for agility as follows:

(a) First, test the forearms up and down with hands rigidly held in “cobra” 
position. One can easily acquire the essential coordination by grasping a 
tennis ball in the palm of each hand: the wrists remain rigid while the 
forearms are moved up and down to test the freedom of the elbow joints. 
Drop the balls and hit the bottom notes of Exercise 41 (a) – move, slide and 
play the top notes, releasing upwards like in a slur – but kick off sharply. Use 
pedal to join the sounds. Repeat the slur to a slow regular beat on the note, 
C.

Now, hit the bottom note as with a hammer and play the arpeggio ascending 
only, in triplets, in one movement framed by the slur.
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Hit the bottom, and play two octaves up and down in one slur.

In all of the above, please collapse hands upon sound of the final slur notes. Next, extend
the range of the above patterns (i.e. Exercises 40 (a) to 41 (b) ) to (a) three octaves and (b) four
octaves and then outline the sounds as shown in Exercise  41 (c ).
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These patterns may now be adopted to play the remaining major and minor arpeggios
beginning on white keys, in the order C,B,A,G,F,E and D. In slow motion, observe carefully, the
need to slide forwards and backwards when playing to and from black keys.

Similar principles pertain to the practice of those beginning on black keys. For example, the
grouping for Eь major is:

 

 



CHAPTER 4 | APLICATION OF BASIC  PRINCIPLES:
    DOUBLE OCTAVE AND CHORD  PASSAGES

Double Octaves and Chords

If the student has a thorough working knowledge of the principles outlined in Chapter 1, he should
have no difficulty in  applying them to the following extracts from the standard repertoire.

Reminders

♦ Double octave or chord passages should be learned first of all through the posture 
of the thumbs. Prepare and release firmness for each octave or chord. Release 

upward upon sound of black notes. Lower the wrists as far as they will go through 
sound of white notes. The follow through is essential. Slide hands and arms 
forwards to play the black notes, and back to play the white. Test wrists up and 
down often.  

♦ Upon sound of every octave and chord, allow hands to rotate towards fifth fingers, 
and release notes other than those played by the fifth fingers which then support 
the hands and arms on the key bed. Test the lateral extension and contraction of 
the hands repeatedly. Employ a legato pedal.

♦ Double octave passages can be practiced as broken octaves, i.e. Thumbs alternate 
with fifth fingers.

Disjunct Movement

The fear of negotiating risky leaps in double octave passages may be overcome if, at first,
one uses the practice of silent finger substitution. This, in effect, reduces the width of the interval
and locks the hand into the movement. Later, when these practices have become automatic, one
is able to ignore them and play with confidence at increasing speed. The group (a) exercises are
devised as a kind of formula for simple interval practice. The derivation of the (b) group
compound interval exercises is obvious.
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 The formulae may be practiced at gradually increasing pace, beginning on any notes, and
the range of the (b) group can be extended. Although substitution is not possible beyond a
moderate tempo, it will be found that, at speed, the technical advantages remain.

“The Law of the Dominating Pitch Level”

 Lionel Bowman drew my attention to the fact that many musicians tend to play the last of a
series of repeated notes louder than the others which progress in a crescendo towards it, even
when this culminating note is on a weak part of a bar. The repetition may be direct or indirect.
When featured in this way, a dominating pitch level lends interest and focus to the playing.
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Naturally, the application of the principle must be handled with discretion and deference to musical
context. See addenda for further detail.

♦ One should examine the technical and musical structure of passages that are to be
learned, and be aware that all aspects of interpretation, such as phrasing, dynamics, emphasis,
rubato, etc. result from a fine control of physical movement, and therefore influence the technical
process. Analyse. Learn logically, and memorise at each stage of learning as you progress from
one pattern to another. Time yourself: it is surprising how quickly you can progress in this way.
Consider all the possible learning clues. There can never be too many. They are abundant in the
following extract:

The first six bars of example 1, all diatonic in the key of  Eь major, consist entirely of a
descending four note scale pattern. That of the first bar, beginning on  Eь, is repeated in the
second.

The same pattern beginning on G continues in the third bar, and is repeated in the fourth,
followed by a similar sequence beginning on C in the fifth and sixth bars.
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Thus, the simple formula may be learned and memorised within minutes – firstly through
the posture of the thumbs, and then the octaves. Pause to practice the silent substitutions.

To add some interest, one might feature the dominating pitch levels as indicated
(  ͜   -) throughout this double octave passage.

From the seventh to the tenth bar, an awareness of the implied harmony (see below) is
important, in that it shapes the passage which then emerges as a musical progression. 

Note that these dimensions are only implied in performance, - there will be no demonstrable
slur or phrase breaks. Note also, that the encircled notes of resolution in each of the chord
progressions are members of the Eь major chord.

The above are some of the structural elements that make up this passage, an awareness of
which will help the pianist to understand what he is playing – even if he decides not to use them
later in performance. Such matters are aids to confidence, security and memory.

The disjunct octaves in Example 2 will present much less difficulty if they are learned
through the process of silent substitution, joining everywhere possible. At first ignore all time values
and dynamic markings. Give special attention to the framework as transcribed. Harmonic and
structural analysis of this example will also yield great reward. When all basic issues, and marked
detail have been attended to, the passage can be brought gradually to tempo.
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One should have no fear of the opening measures of the Liszt  Eь Concerto if the principles
of silent substitution are properly applied in the learning stages. The hands will then move with
infallible precision.

It is recommended that the following should be practiced thoroughly as a
preliminary exercise. Join sounds where possible, and contract and slide the hands when
required. (SF – Slide Forwards, SB – Slide Back).
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Note also, that often one hand can readily find its new position on the keyboard by
taking over from the other. For example, one might at first, sustain the left hand of the
opening chord while the right hand is placed in position to play the following  Bь octave,
from which the left hand is guided to its  Bь octave. Thus, in performance, there is this tendency for
one hand to move before the other. The recurring  Bь is the dominating pitch level.

Examples 4, 5, 6, and 7 have been chosen to give;

(a) practice in the application of the prescribed techniques to the playing of 
repeated double octaves, and 

(b) some understanding of the “Law of the dominating pitch level”, how to 
identify it, and how to be aware of its musical significance.

The musician will realise that a couple of repeated notes do not always constitute a 
dominating pitch level. However, the intention in Example 4 is quite obvious.

 
 The thrust of Example 5 becomes particularly clear when the principle of the law of the
dominating pitch level is applied to the influential notes E and A.
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A study of Example 6, initially through its structure and the focus of its repeated right hand
octaves and chords, will give one more than an inkling as to its shape and meaning. Although the
dynamic levels alternating p and ff remain constant for the first two bars, there is the mounting
intensity of the rising pitch, and the reinforcement of the anticipated appogiatura notes on the third
beats.

Often, a dominating pitch evolves in a somewhat developmental manner. For example:

(a) In Example 6, the right hand octave F, in the fourth bar, seems to culminate with the 
sfp on its third repetition at the beginning of the fifth bar. If we think thus, we have 
missed the musical point of the phrase – the sf marks the strongest note, but the 
focal point is the F within the  following florid group, which moves on through other 
members of the same dominant harmony, resolving as an interrupted cadence in 
the tonic key.

(b) In the first crotchet group of the last bar of Example 6, the Bь is a dominating note – 
it is the final note of the sextolet, but it is the most important in that its resolution to 
the  Aь must be expressed. 

(c ) The following  Aь s too, have increasing importance as a pitch level; the last of the 
four, normally metrically weak, is the strongest musically, particularly as it leads to 
the dominant of the key, C minor. 

Three such subtleties may be found in the right hand octaves of Example 7.
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(a) The opening E, repeated with increasing intensity, continues to the acciaccatura, 
ending with the repeated pair from the end of the first bar to the beginning of the 
second. This final E dominates and leans to the harmony note, F.

(b) In bar 3, despite the long final note of the repeated Dь s which ends the 
precipitato scale, the momentum and intensity continue to the recurrence of 
the Dь at the end of the con forza trill, and this is the more compelling moment.

( c) N.B. The next important pitch level is the note C. It is literally the dominant of the 
key of F. Interestingly, it overlaps the previous pitch level, Dь. It begins with the C at 
the beginning of the trill. This note, during the trill, is not on the stronger parts of the 
beat. However, as the dominant, it is harmonically superior. It is thus, reiterated, 
and ends emphatically with two repeated notes. In learning, it is often helpful to play 
one part either the bass or treble, with both hands. For example, if you play the left 
hand arpeggios of Example 7 with both hands one octave apart, you will notice that 
when you play the passage as written, the technical aspect will become less difficult 
and as a result, the musical line will be enhanced and emerge with greater 
distinction.

In Example 8, the application of the following procedures will help overcome fatigue
resulting from continued octave repetition.
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At all stages, practice the piece pianissimo only.

Play the example both hands together, using thumb notes only, and 

(a) Sustain the first note of every triplet group, release the thumb tension, pause, 
('finish'), renew tension, and then add the next thee repeated notes slowly. 
Gradually play these groups up to tempo. Remember that the wrists do the work of 
repetition.

(b) Extend the thumb note groups to pause on the first and third beat notes only, in 
every bar. Allow plenty of time to release, drop the wrists, think, test, and renew the 
thumb tension.

( c) Introduce a rhythmic dimension by 'locking-in' the beat, i.e. Make strong downward 
wrist movements on the pulse notes and allow the wrists to rise  gradually between 
them.

(d) Extend the groups to pause on the first beat of each bar, then every alternate bar, 
and so on, until the entire example can be played without effort.

 
♦ Follow a similar routine when adding octaves and chords. Be sure to test the 

freedom of the vertical movements of the wrists at every opportunity. Also, at 
stopping points, release the thumb notes and test contraction and extension of the 
hands frequently.
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♦ If the right arm should tire when practicing the passage at a fast tempo, suddenly 
discontinue the upper notes, play the thumb notes only, and contract the hand. After
sufficient respite, resume the upper sounds. Apply this technique as required.

Prepare the solo chords of Example 9 in the manner prescribed for Exercise 26, according to the
pattern below. In learning, release wrists upwards upon sound of black thumb notes.

The repeated chords in Example 10 require similar treatment.

Suggested Procedure

 ♦ Play the first repeated thumb notes, like two beat notes, weak-strong. Stop – move 
– and then add the next pair. Continue to play bars 5 and 9 in this fashion. 

♦ Play thumb notes as written; begin slowly. Gradually increase pace.
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♦ Now develop the repeated chord pairs in isolation (see Emperor Concerto example).

The remaining octave and chord passages should be learned in the usual manner. Apart 
from silent finger substitution, look for other life -saving features, such as common notes in 
consecutive chords.

More About Chords 

 The powerful opening chords of the Piano Concerto No. 1 by Tchaikovsky (Example 11)
require resonance and panache. They are technically staccato and are played with a sudden,
strong application of downward pressure at the finger tips, combined with an inward grasp of the
fingers, which causes the wrists to smartly rise, providing a kind of “kick-off”.
 

N.B. In the case of chords that are to be held for any length of time, the grasping movement of 
the fingers, and the swinging up of the wrists is arrested when the finger tips are at key bed 
level and are almost vertical – the fingers support the entire arm. 
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  A similar technical approach is needed in Examples 12 and 13. Students who are unable
to achieve the necessary precision and speed, usually have not grasped the principle that in order
to play the chords in rapid succession, they must first be practiced individually with extreme
velocity.

Thus, the upward swing of the wrists, in conjunction with firm downward movement of
strong, grasping fingers, should be extremely sharp and short, and, in learning, one should
practice with a downward rhythmic rebound to a half beat between each chord. The Beethoven
example should be worked also in hand groups. When individual movements have become as
short as possible, gradually build up the overall tempo.

  

Experimentation and listening will enable one to discover what combination of movement
and muscular condition feel comfortable and yield the desired quality or colour.

Work the following examples and compare their treatments. Remember that all examples
should first be learned as previously instructed through the position of the thumbs.
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CHAPTER 5 | APLICATION OF BASIC  PRINCIPLES:
    SINGLE NOTE PASSAGES WITH 

“COLLAPSED HANDS”, CANTABILE, 

AND STRETCHING TECHNIQUES; 

POLYPHONIC

                                    Collapsed Hands

In the first stages of learning single note passages, the hands and arms must be limp and pliable
so that the hands can readily adapt to the formations required of them and thus sound the notes
effortlessly.

Basic Learning Procedures

 In general, the following procedures are recommended:

1. Select the most convenient and comfortable fingering and indicate it clearly on the
score. See Addenda, Fingering.

2. In more complex passages, show the hand groupings.
3. Note reminders on the score, where needed, to “sit left”, “sit right”, “slide”, etc.
4. Ignore note values, rests, and all marked detail, e.g. Phrasing, dynamics and staccato.

Join everything and play softly and gently. The tips of the fingers should not leave the
surface of the keys, and will be just sufficiently firm to sound the notes quietly when
pressure is applied to them.

5. At first, wrists should be tested up and down repeatedly before each note is played. In
the lower position, the fingers are flat; they curve as the wrists rise. The arms should be
tested laterally so that the fingers next to the supporting finger open and close as the
arms move a little from side to side. The above testing movements may be combined.
Remember, that when playing, towards the fifth fingers, the fingers may be curved;
when playing towards the thumbs, they will need to be somewhat flattened in the
learning stages. See notes on Radius Ulna.

       Never leave the hand in an extended position except when two or more sounds       
       requiring extension are to be sustained together, as this results in unnecessary         
       tension. Also beware of secondary tensions: keep the neck, lower jaw, hips and groin 
       entirely relaxed. Allow the legs to fall freely apart.
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    The playing at this stage will be devoid of rhythm and colour; the sole object is to play 
    the notes comfortably and as effortlessly as possible.

 
    N.B.  In this type of subdues practice, in which finger movement is minimal, and in which the tips 

remain in contact with the surface of the keys, from where they press downwards with each 
movement isolated from the others, the small finger muscles can function unimpeded by the 
contraction of the larger muscles.

6. Frequently, one should sustain the notes of each hand group as it is played, and whilst
holding the cluster at the end of each group, the wrists should be tested for maximum
limpness and freedom of movement is all possible directions. During this testing the
fingers will wriggle like eels and the knuckles will collapse freely in combination with
them. At the end of every hand group the wrists should be dropped to their lowest level,
and allowed to rest there. Pause – do not even contemplate continuity – and say
“Finish”. Normally, there is movement even when there is apparent stillness – one is
getting ready for something else. In learning, the advantages to be derived from the
elimination of this stimulus through the introduction of frequent stops are apparent.
More of this later.

   
7. Eventually give thought to the adjustive movement that is required to move from the

last note of a group to the first note of the next. Does it require:

(a) passage of the thumb under the hand?
(b) passage of the hand over the thumb?
( c)extension or contraction of the hand?
(d) lateral movement of the hand beyond its range of extension?

If (a) or (b), test several times the flexibility of the movement, and upon sound of the 
first note of the following group allow the hand to twist, or swing laterally into its 

normal position.

If ( c), the extension or contraction should be tested a number of times.

If (d), where the change of position is beyond the hand span, one must move the 
whole arm laterally, allowing the fingers to curve sufficiently, so that one can, in 

learning only, gauge the distance through the clicking of the nails as the finger tips 
glide along the keys. Note that in such movements, the hand retains its closed 
position- i.e. It does not seek to assist the operation by extension.

8. When the player has decided on the nature of the change in hand placing he should
say, “Move”, and do so in readiness to play the next group.

9. Now he will say, “AND THEN YOU ADD”, test the movement and continue in the above
manner.

       Note that any hand group, or adjustive movement, may be repeated or tested as often 
       as is necessary ti establish it in the mind and fingers.

       When combining the hands, as in scale or arpeggio  practice, one hand will need to 
       wait or pause, usually with wrist dropped to its lowest level, whilst the other hand    
       carries out the testing of its adjustive movement. 
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       Thus, one takes a work to bits, and plays in tiny groups – of this an audience is         
       unaware; on the contrary, the proper application of the position technique will give a 
       performance assurance, and the mobility of a well tuned, and lubricated vehicle. The 
       whole process is based on muscular conditioning.

       Never repeat -  always relearn 

         Cantabile- lts Role in Performance

From this point a cantabile touch is used, and the musical stage begins with the slow,
expressive playing of the intervals. All passages, even the most brilliant, are subject to melodic
treatment; everything sings – a coloratura still sings at speed. One may call the touch cantabile,
singing style or simply beauty of expression.

Thus, every note is established and controlled physically through a beautiful, meaningful,
singing tone. Through depth of expression, stopping to sense intervals and groups of sounds, the
control will be improved. 

One should learn through the three things that in combination make up music – i.e. Rhythm,
melody, and harmony. One should be aware of rhythmic and melodic syncopations which occur in
every piece, except those written for the earliest beginners, and also listen carefully to the
harmonic changes and play them expressively. Learn through harmonic progression, dissonance,
resolution, and cadence, all of which, at first, should take precedence over timing, and be
exaggerated in learning, but handles with discretion in performance.

It is essential too, for the student to understand what listening to one's playing really means:

Listening takes place through the imagination before the sound. As music unfolds with the
passing of time, it is crucially important to inwardly imagine the quality of the sounds about to be
produced.

Suggested General Procedures

♦ The instructions numbered 1 – 9 under the “Collapsed Hands” heading now apply to
the cantabile stage of learning.

♦ Note the additional points discussed in the above preamble.

♦ Play intervals freely and expressively.

“Shock Absorbers”

During practice, one should frequently test the flexibility of the physical playing
mechanism away from the keyboard. 



Chapter 5 – 65

♦ Hold the left hand, palm upwards, slightly cupped, in front of the body.

♦ Place the tips of the loose fingers of the right hand within the palm of the left.

♦ Keep the left hand and arm steady to provide a firm base, and assert varying 
degrees of pressure through the finger tips of the right hand, while the right wrist 
turns in all possible directions. As the pressure is increased, a proportionate firming 
or tautness of the right hand fingers will be needed to support that pressure, and, 
for playing purposes, to enable one to maintain clarity of sound. The fingertips will 
hold their points of contact on the palm of the left hand, and, as a result of the 
gyrations of the right wrist, will appear to writhe and wriggle like little snakes. At the 
same time the right hand thumb will make its own compensating movements by 

sliding around the base of the left thumb. 

When pressing in this way in the palm of the hand, you can feel the freedom and 
the power at the tips of the fingers. There is also a wonderful sense of flexibility 

without lifting the fingers. The use of this touch is a basis for colour in the playing. A 
surprising degree of speed is also possible.

In this manner, the fingers act like shock absorbers, and enable one to avoid the 
possibility of harshness of tone, and produce a sound that is rich and warm.

♦ Reverse Hands.

When the sensation of the touch has been established the fingers may rose a little, 
not more than about the width of a pencil, above the keys. Avoid undue lifting of the 
fifth finger as this tends to pull the muscles into the wrong position.

Lateral Extension

♦ Some degree of lateral tension between the fingers is essential to security and 
precision in all passage work, but particularly in the playing of arpeggios – the 
more disjunct the line the greater the need of this kind of control. One should 
test this tautness, pausing on each note, repeatedly moving the forearm to and fro 
from the body. At the same time the fingers next to a sustained second, third, or 
fourth finger alternatively stretch open and close in the direction of the forearm 
movement. The forearm remains at right angles to the keyboard throughout the 

testing. Whilst sustaining a thumb note, testing will, of course, take place between 
the thumb and second finger – the remaining fingers lie comparatively close to one 
another. Likewise, the firmness of extension and contraction will be tested between 
a holding fifth finger and a fourth finger. Finger tips should maintain contact with the 
key surface during testing.

The technique may be applied in turn to each note of any difficult passage work. 
Whether conjunct or disjunct. As a result, the student will notice a much greater 

spontaneity as the fingers become immediately responsive to the fine adaptive 
movements required of them. 
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In the more disjunct playing, encountered for example in Jeux D'eau by Ravel, it is 
competent to stretch and test the precise melodic intervals from note to note. The 
width of the intervals – both harmonic and melodic, determine largely the degree ti 
which fingers must be curved or flattened – in general terms, curved fingers inhibit 
the span, flattened fingers enhance it.

♦ When playing both hands together, play first of all through harmony, by expressing 
the progressions and exaggerating all tendency sounds, i.e. dissonances and their 
resolutions. See Addenda, 'Harmonic and Melodic Progression'. 

Fragmented Sectional Practice

Once the position technique has been established in a piece, pauses arising from other
grouping can be employed to assist further in the cultivation of assurance and reliability. Frequent
pauses also enable one to stabilise, to listen critically in retrospect to the group completed, and to
repeat to improve it, if necessary, and then to contemplate, musically and technically the group to
follow, and so on. Intentional and purposeful hesitation alleviates stumbling and the consequent
anxiety.

Here are some suggestions:

(i) Stop, drop the wrists as far as possible, and pause upon sound of every white thumb
note. In practicing both hands together, when one wrist drops on sound of its thumb
note, the other hand will also pause, and for further release from tension, its wrists may
also drop. Remember, that when the wrists drop, the hands also should collapse.

(ii) In passages where there are subdivisions of the beat, a pause can be made upon
sound of each beat note, and the wrists dropped to the maximum. The notes before
each beat note can proceed to it as if to form an anacrusis. It is usually an easy matter
to bring these fragments up to tempo.

       Eventually longer groups can be attempted, extending from one beat groups, to two, 
       up to whole bars, pairs of bars and so on, building the piece up in this way.

The following extracts have been chosen to illustrate the application of the various learning
techniques. In order to preserve the continuity of the main thrust of our instruction, some details
have been deferred to the Addenda. Reference will be made to these as required. We recommend
that the student study the examples in the manner described under the headings, “Collapsed
Hands” and “Cantabile”. Additional suggestions accompany individual examples.

For the first two examples of single note playing, we will give a fairly detailed account of the
learning procedures. We urge the teacher to inculcate the principles from the pupil's earliest
stages, even if it is felt that the pieces can be managed adequately without them. Apart from the
fact one can progress more easily, comfortably and rapidly to advanced levels, we remind that
correct application of the processes will ensure that the player does later not suffer later on from
strain, pain, and eventually tendonitis, as many musicians do.

♦ Check edited fingering carefully to ensure that it is suited to the individual hand. 
Mark changes clearly on the score. (See Addenda – Fingering).
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♦ The brackets indicate hand grouping.

Right Hand

♦ Play with a rhythmic downward movement of the wrist to a quaver pulse throughout.

♦ The first two notes play towards the fifth finger (see note on Radius Ulna).

♦ Continue the rhythmic testing of the wrist up and down whilst pivoting rotarily with 
the fourth finger on the second note, F towards the note E which will be played with 
a flattened third finger.

♦ Play the last note of the hand group, F; test the rotary movement and extension of 
the hand, and play the thumb note A. Drop the wrist and collapse hand upon sound 
of the thumb note. 

♦ Close hand to play the Bь with the third finger and complete the ten note group. 
Observe the principle involved when playing towards the thumb, and drop the wrist 
upon sound of the white thumb note – stop dead. 

♦ Test extension of the hand for the octave G and immediately close the hand to take  
the next five notes which play towards the thumb. Drop the wrist.

♦ Test the next contraction, play the next three notes (towards the thumb), and drop 
the wrist.

♦ Play the last note.

Left Hand

♦ First two notes play towards the thumb. Stop and drop the wrist upon sound of the 
thumb note.

♦ Open the hand to the fifth finger and allow hand to close with thumb in position over 
the A – test the rotary movement, sound the note and lower the wrist. Continue the 
hand group to the end of the bar – note the directional requirements.  
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♦ Contract hand to play F with the thumb and, upon sound, drop wrist.

♦ Extend hand to play F octave with the fifth finger and allow it to close a little to take 
the E. Do not neglect the rotary testing and elevation of the thumb before sounding 
the note. Drop wrist.

♦ Move on the crotchet rest. Play F with the second finger. Pivot on it whilst forearm 
goes backwards and forwards and the wrist down and up. Continue to test the 
flexibility of this movement and lower the wrist to play the D with the fourth finger: 
this is a comfortable and more articulate way to play the note.

♦ The next move is to the thumb note ion G. Test the rotary movement and lower the 
thumb to sound the note.

♦ Continue in similar manner.

♦ Upon sound of the last note, roll the hand backwards and forwards on the 
supporting fifth finger.

♦ Play both hands together. At first continue the same procedures – play to a 
rhythmic half beat – lower wrists and collapse hands upon sound of thumbs on 
white notes, and observe directional principles.

♦ When procedures have become automatic, play normally without testing.

Although at first, one tests the individual technical movements rhythmically, the overall playing is
out of time; at this early stage we are simply learning muscularity.

  Scale Passages

The basic procedures for the learning of Example 21 are also given in some detail, and
afford afford experience in the playing of elementary scale passages, sliding, extension, and
contraction of the hands, and silent finger substitution. Similar principles apply at all levels of
difficulty.

Right Hand

♦ Play with weight transference and, at first, a rhythmic down-up testing movement for
each note.
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♦ Upon sound of the third note C#, test the lateral movement of the wrist and arm to 
and from the body, in combination with the passage of the thumb. 

♦ Upon sound of the thumb note, D the arm falls back to the left as the wrist drops.

♦ The next three notes to G also play towards the fifth finger.

♦ Play E with the second finger. Slide forward on E to position the thumb over the 
C#.

♦ Open the hand to play the Bь. Close it and slide back.

♦ Play A, contract the hand to play G with the thumb and drop the wrist.

♦ Twist the third finger over to play F. Test and twist hand back in position 
immediately.

♦ Play the next two notes (to the thumb). Drop wrist.

♦ Close hand to play E with the fourth finger. Slide, if you wish, to take the C#. Slide 
back, and play the last note, D.

Left Hand

♦ Straight fingers play the five notes of the first group to the thumb note, E. Drop the 
wrist.

♦ This enables one to twist with the second finger to play the next note, F.

♦ Upon sound of the F, allow the hand and arm to return to the normal position.

♦ Drop wrist through sound of the thumb note, G.

♦ Play E and move the arm forward with second finger sliding on the key. The hand 
will then be in position to play the C#.

♦ Slide back and play A with the fifth finger.

♦ Open the hand and play the thumb note, octave A. Drop the wrist. Slide forward. 
Twist hand over thumb to enable the second finger to play the C#. Twist and test 
sliding on C# with a straight or curved finger.

♦ Drop wrist through sound of the thumb note D.

♦ Complete the phrase using substitution as shown.

♦ When the procedure has become automatic, play as written, and combine the 
hands.



70- The Magic Touch

To summarise, the basic procedures used at the collapsed hands and weight transference
stages in the learning of Examples 20 and 21 concern -

(a) Fingering
(b) Hand Grouping  – Note these on the score, particularly the longer ones, at least until 
     one begins to automatically recognise them.
( c)Radius Ulna  – Be aware of melodic direction, and follow the necessary procedures, 
     especially when playing towards the thumbs. 
(d) Stability of Hands  should be preserved by:

(i ) sliding forwards and backwards as needed to negotiate the black keys.
(ii ) Twisting to pass the thumbs under the hands and the hands over the thumbs in

scalewise passages and again twisting on the note following the passage to allow
the hand to settle to its normal position.

(e)  White Thumb Notes  – drop wrists through sound and allow hands to collapse.

Note that the above are applicable at all levels, from elementary to the most advanced.
Using this list as a guide, the student might now practice Example 22.

In addition, note that the thirds in the left hand of the second bar, and the right hand of the
third, are, in effect “double” thirds and can be first played unbroken.

Please note the above instructions are for learning purposes only. They are ignored in
performance and one will not normally play with low wrists, and consequently, the thumbs will
slope very slightly down to the keys.

Hand grouping principles apply also in chromatic scales. In the latter, however, the hand is
more contracted. In learning, one may drop the wrist upon the sound of white thumb notes, but, in
fast playing, a higher wrist is needed, particularly when playing towards the fifth finger, otherwise
passage of the thumbs is impeded.
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The student might now use these principles to learn Example 23.

  Similarly, performance of the Chopin Etude, Op. 10, No.2 requires a higher wrist, although
one will prepare in the usual manner. Note that the direction of the arrows indicate upward wrist
release release for black notes and downward re;ease for white, for learning purposes only.

Further Hints

Right Hand

♦ Play slowly with rather high wrist and strong pressure at the finger tips.

♦ Next, play very short staccato with a rhythmic rebound between notes.

♦ Lateral tension is required between the fingers. Therefore, practice with fingers 
outstretched like steel. Press on each note and test at least a couple of times a 
small, lateral arm movement, not greater than the displacement of the wrist, left and 
right. This movement will also include the twisting movement that occurs when 
passing the third finger over the fourth, or the fourth over the fifth. The 
accompanying sounds should be very short and crisp.

   
Left Hand

♦ Grip the notes and pluck them with tight fingers – wrist movements will be slight and 
the sounds incisive.

♦ Touch the first semiquaver of each beat with a neat, light pedal.

The preliminary exercises will be found helpful. Practice them as above. 
Remember to ease the weight as you ease the pace.
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Some suggested preliminary exercises for Example 24:

(i) Play the right hand as follows:

Alberti Bass

The learning process for the Alberti Bass is based on the technique concerned with playing
towards the thumbs and towards the fifth fingers. Properly handled, it can effect a more meaningful
projection of the melody line.
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Left Hand

♦ Play the opening note, F of the left hand of Example 25 with the fifth finger.

♦ Move the arm forward so that the fifth finger straightens, becomes perpendicular 
and supports the arm of the keybed.

♦ Test the movement up and down several times. Note, that in the upper position the 
fingers are spread, and, in the lower position, they are closed.

♦ Lower the wrist to sound the thumb  note and upon sound drop the wrist and loosen 
the thumb joints.

♦ Test by moving the arm forward and back a few times. In the forward position the 
thumb is vertical and the fingers are spread, and stretched outward and upward. 

♦ Lower the wrist to sound the Aь with the third finger. Now the knuckles are higher 
than the wrist. Upon sound, the arm moves forward, the wrist goes up and the 
finger curves and may also slide. The hand is pushed forward in this manner 
because

(i) the note is black
(ii) forward movement of the arm causes the elbow to open, and 
(iii)the third finger is the longest. It also occurs in the middle of a pattern. Test

the movement back and forth.

♦ Lower the wrist and allow the thumb to sound the C. Drop wrist and loosen all joints.

♦ Repeat the procedure. Gradually increase pace and play more lightly.

♦ Combine the hands. This projection to the third note of the left hand group changes  
the musical meaning completely – it is impelling the response in the right hand. This 
is a further instance of playing through melody rather than the mechanical bar line. 
The musical meaning through technical means becomes enhanced.  

Again, we would like to stress that all of the instruction in this book is intended to guide the reader
to artistic and musical improvement – virtuosity will automatically be brought forth. 

One of the most difficult techniques to acquire is that of the Alberti Bass idea, particularly
when it is played both hands together in similar motion as in Example 26 from the Emperor
Concerto. In similar motion the hands are opposed in the sense that they are doing different things
at the same time – i.e. One hand will be playing towards the fifth finger while the other is playing
towards the thumb.

Thus, it is recommended, that before playing in similar motion, an Alberti Bass should be
practiced in contrary motion. This understanding of the technique of direction is one of the
important messages of this book.
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Alternation

Generally speaking, passages in which the notes alternate in direction are easier to play
because the forearm rotation repeatedly opens and closes the radius and ulna. Tremolo is an
example, and also the following extract from the Chopin Etude, Op. 25, No. 11. Nevertheless it is
better from the point of view of articulation and control to observe the principles that pertain to
playing towards the thumb and the fifth finger.

When the alternations in each hand move in similar motion, as they do in Example 28, the
hands are functionally opposed. Therefore, it is advisable to practice separate hands until the
correct habits are established.

Play the left hand slowly, at first pausing at the end of every four note group. Do not
contract the hand while pausing; simply let the thumb take over at the beginning of each new
group, as in substitution, from the second finger note of the previous group.
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The student might examine in detail the various technical aspects of the first movement of
the Waldstein Sonata by Beethoven. At the point we will only refer to the application of the
directional technical devices. For example, beginning at bar 23 of the first movement, one could
practice the left hand by pausing on the first semiquaver of every group of four and releasing the
hand towards the fifth finger.

The student might explore the ways in which the hands combine, here, and in the rest of
the passage work in this movement, and discover how much he has already learned.

Arpeggios and Grouping

In Examples 29 and 30 at sped, minimise vertical wrist movements throughout. Lateral
firmness is needed in the shoulder joint to enable one to move the arm rapidly between hand
groups – the finger tips should skate rapidly across the key surface. Press every note at first and
play evenly. In Example 29 accent the beat notes – they are the framework.



76- The Magic Touch

     Towards the Thumb

One should be particularly mindful of the technique that pertains when playing towards the
thumb in Example 31.

Right Hand

♦ Begin with a forearm stroke and hand in “cobra” position. Use the third finger for 
strength and substitute the fifth.

♦ Stretch fingers 4, 3, 2 and 1 outwards and upwards and hit each note with 
considerable force. Collapse hand and arm upon the sound of the F, a white thumb 
note.

♦ Twist over to the the Eь with the fourth finger, strike it and twist to a normal position.

♦ Play the next three notes as before, release thumb tension and drop the 
wrist upon the sound of the thumb note.

♦ Twist to play the Eь, and after assuming the normal hand position, add the last two 
notes.

The passage should have the effect of a martellato touch, like bullets from a machine gun.
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Left Hand

The slurs are forceful and played with a down-up forearm movement – thumb to thumb

Example 32 should be studies through (a) its thumblines, and (b) the broken octaves which form its
main outline.
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Tremolo

The technique of tremolo and alternation are similar. The student should carefully observe
the following instruction when learning the left hand tremolo of Example 33.
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Left Hand

♦ Use controlled transference of weight/ pressure from one side of the hand to the 
other. Keep finger tips in contact with the surface of the keys.

♦ The passage may be practiced first in repeated unbroken octaves, beginning with 
the thumb notes.

♦ At any stage of the learning process one may pause on the first quaver of each 
group of four and release the hand further towards the fifth finger side, and 
relinquish tension.

From the fifth bar, students should pause as needed to:

♦ Contract the hand to an interval of a seventh from the thumb note, C in order to play 
the following D. Open the hand to play the octave. 

♦ Slide the hand forward on the last D of bar 5 to take the next note, Eь with the fifth 
finger.

 ♦ Twist the hand to position it to play the Eь octave with the thumb.

 ♦ Twist the hand to play F with the fifth finger. Open to the octave F with the thumb.

♦ Close hand to a seventh to play G with the fifth finger. Open to play the octave.

♦ Contract hand and twist to play Aь. Open to the octave.

♦ Substitute silently the 5th for the 4th finger on the lower Aь – thus, in effect, reducing 
the width of the interval,  Aь to F#, from a ninth to a second.

♦ Play F# with the fifth finger. Open to the octave.

♦ Twist to play G with the fifth finger.

♦ Release the final thumb note, G and silently substitute the fifth finger on the lower G
 with the second and play the following C.

The foregoing may seem tedious, but once the ideas are grasped, an invaluable lesson has been
learned, because the principles apply in so many circumstances, including the playing of broken
octave passages. One is not conscious of them in performance and the playing becomes easier
and more efficient.
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  Lateral Extension

In learning, one should search for all possible securities. Find them, invent them – there can never
be too many. For example, if one has not a phenomenally wide hand span,  comfort and security
can be enhanced in each of the following, if at first, the hand is allowed to pivot around a suitable
central note, or notes.

Contact with a pivot note should be maintained for as long as possible, allowing for comfort,
and extent of hand span and essential lateral arm movement, and the need to replay the note on
its recurrence.

Procedures for Example 34 (a)

   
♦ Practise hand groups in the first two bars.

♦ From the third bar pivot on the third finger in the right hand, and the second in the 
left hand. Test extensions and contractions of the hand.

♦ Special care is needed in playing the last three notes. Use the Eь in the left hand as
a link to the Eь in the last chord, by sustaining it, and after playing the next note, Bь,
release it and substitute with the third finger on the Eь. Play the last chord. Release 
the Eь with the thumb note, C. Although this is all ignored at speed, the preparation 
will give breadth at the cadence. 

Example 34 (b) centres on the second finger, and is musically and technically better phrased as
indicated.
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The F# is the guiding note in Example 34 ( c). Sustain is as much as possible and, in
learning, use it also for sliding purposes and substitution.

The wider the interval the more important it is to observe the principles concerning the guiding
influence of the upper arm in its role in passage work, which in combination with the extension of
the hand, places the playing finger at right angles to the keyboard, i.e. In elongation, or in line with
the key. This is done, not only as a matter of expediency to achieve clarity and precision in
performance; it is also more comfortable, avoiding, as it does, undue tension and abrasion within
the tendon sheaves. The advantages will be apparent upon application of these ideas to the
extended figures of examples 34 (d) and (e).

The problems of stretching seem less formidable in Example 34 (d) when one realises that
the Study comprises on the whole a sequence of comparatively narrow intervals.
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The following preliminary exercises have been found useful:

(i) Compels the immediate repositioning of the thumb. Note, how the thumb takes over from
the fourth finger in ascent and the fourth takes over from the thumb in descent. Follow this
principle throughout the Study, and retain the sensation when playing as written.

(ii) Positions the thumb and hand;
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After the usual directional practice and the firm testing of the lateral extension and
contractions of the hand, the following block practice is also effective in placing the hand.

By now, the student should understand the function of the thumb on white and black keys,
so that the next example should pose no problem once each part has been practiced according to
the  procedures previously suggested.

        Stretching Techniques - Agility and Precision

If Problems of pace or precision persist after practising a difficult single note passage,
ornament or other intricacy, the percussive stretching techniques as prescribed for Exercise 32
should be employed. Any of the Examples 21 to 35 may be built up in this way. 

       Leaps

 Passages containing intervals beyond the hand span can also be considerably simplified if,
in learning, the compound intervals are, in effect, reduced to simple intervals by the usual process
of silent substitution. The technical concept changes completely. The following tabulation provides
practice.
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♦ Play slowly at first, using silent substitution as shown. Slide forward (SF) and slide 
back (SB) as needed.

♦ Compound intervals may be practiced beginning on other notes. Experiment to find 
the most suitable and comfortable notes and fingering for substitution. Unless one 
has a fairly wide hand span the practice of silent substitution in the learning of a 

passage such as the following is most helpful. Some adjustment may be needed to 
suit the individual hand.
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      Slurs

 The slur technique used in Exercise 37 has a perfect application in this extract from the
First Movement of the Tempest Sonata by Beethoven.

These instructions should be carefully observed:

(i) The slurs are initiated by a series of small downward forearm strokes. The wrist, hand,
and straight, stretched, stretched fingers are held in a “cobra” position until the G#
preceding the turn. At first, only the beat notes should be played with stiffened third finger
and forearm strokes. Notice that there are four arm strokes in the first group; the fingers
slide back across the keys to the A  to repeat the same movements; they then slide
across to the D from which six strokes lead to the G# before the turn.

(ii) Next, play the slurs as written, using the same approach with the third fingers. The second
finger will play from the knuckle joint. Thus the technique is often referred to as ARM-
FINGER, or ARM-FINGER-FINGER etc. depending upon the number of notes within a
slurred group.

(iii)When the thumb notes in the left hand have been practised, both hands can be
coordinated with the same action on the beat. Gradually the fingers assume a more
curved stance.

(iv)Sit right to make each shift.
(v) In learning, when both hands move to a new position, the student should search for a

connecting interval. This will cause one arm to move before the other and give extra
technical and psychological security. For example, the left hand will take over the D from
the right hand on the fourth beat of the fourth bar. Often a connection may be found
through other intervals.

The technique is also applied to longer groups.  

    Polyphonic

In any work, especially polyphonic, once the fingering has been selected, the hand
groupings identified, and the necessary adjustive movements noted, the player becomes aware of
the true nature of the inherent mechanical problems. When it is realised that an apparently
complex score can be reduced to a number of easily manageable fragments, the pupil begins to
find greater interest and pleasure in lessons and practice times. The teacher, too, derives
satisfaction from the pupil's gratifying response.
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The procedures described in this book adapt to the learning of contrapuntal music
regardless of style and period. For further musical guidance we refer the student to Ralph
Kirkpatrick's, Interpreting Bach's Well Tempered Clavier (Yale University Press). 

Some advantages of the use of the position technique can be seen in Example 38 in which
it is not physically possible to join several of the groups. In these cases, one simply stops and
slides the hand laterally to the new position. When the passage is played a tempo such gaps
become minimal, and are much to be preferred to the bumps that occur as a result of the awkward
attempts of the inexperienced to overcome them. If it is considered necessary, a deft touch of the
pedal, as marked, will remedy any possible break in the legato.



CHAPTER 6 | PERCUSSIVE TOUCH
 

The touch adapts readily to accommodate percussive twentieth century idioms. The means
of acquiring the basis of the technique is immediate and straight forward:

♦ Hold a tennis ball in the palm of each hand, grasping tightly with the fingers; tighten 
also the wrist and knuckle joints. The only moveable joints are the elbow and 
shoulder.

♦ Still holding the balls, depress keys silently to sense their resistance. The forearms 
should be at right angles with the keyboard.

♦ Now strike the keys loudly with the balls playing up and down the keyboard at 
random for an octave or two. Pace and loudness will determine the size and 
strength of the forearm movements. 

♦ Open the hands, just enough to release the balls. Be sure to keep the fingers very 
taut. Ad libitum, play five-finger clusters with powerful forearm strokes.

♦ The above practice, and much of the following, is particularly useful in overcoming 
the problems of the double jointed.

♦ With the same technique, play the triad of C Major  both hands together, two 
octaves apart, repeated, to the following rhythms:

 

♦ Now, with stiffened wrists, and fingers stretched out straight, play slowly, both 
hands together, major scales, one octave ascending and descending, using one 
finger only in each hand, throughout each scale in this order:

(a) third finger
(b) second finger
( c) fourth finger
(d) fifth finger, and finally
(e) the thumbs

Add crescendo, decrescendo, and various dynamics at will
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♦ Play one finger scales with the same physical sensation, with curved fingers, hands,
and wrists set in a mould as if holding the balls, and increase by degrees to a faster 
tempo.

♦ Play rapid successions of white note scalewise triads in root position only:

 
In the next extract, the application of forearm stroke is direct and obvious. From bars 9-16

the upper pairs of notes will require much less pressure than the main line played by an essentially
stiffened thumb. The playing may look stiff to an audience, but for the performer it is easy, because
there is freedom in the opening and closing of the elbows and shoulder joints.

Example 39 Bartok: Rondo No. 1 from three Rondos on Folk Tunes

We are unable to publish this example. Please refer to the final allegro molto of the work.
Alternatively, scale-wise passages of white note triads in root position might be improvised, firstly
outlining the top notes, next the lower notes, and finally, by way of challenge, the middle notes.
First inversion triads should then be attempted in similar manner.

These can all be played both hands together two octaves apart.

Herewith, two examples for technical analysis and practice.
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                     Conclusion

Every performance of a piece should be a fresh creation. When one begins to play, the
technique can be adjusted according to the mood of the moment, but also, of course, to the
instrument one is playing and according to the size and acoustic of the room or  concert hall one is
in, and whether alone or before an audience. Thus, one day you might play, for example, a
nocturne by Chopin with firm, so called stiff-stretched fingers – the next day, one might play it with
curved, flexible hands and fingers, which will bring forth a completely different tonal palette. 

When the pianist is proficient in these skills, the technique will become increasingly
resourceful and assured; a very wide range of tonal colour will be available. Thus too, there should
emerge a great sense of satisfaction that through these physical ideas one has become capable of
revealing interpretive concepts that were previously suppressed.

We remind the reader that in this book we have described only the basic skills. However,
they may be used and adapted in an endless variety of ways. Always be imaginative, creative, and
experimental. Seek and ye shall find!



ADDENDA | FINGERING, REARRANGEMENT OF

 HANDS, “THE LAW OF THE 

DOMINATING PITCH LEVEL”, TRIPPLE 

METER, HARMONIC AND MELODIC 

PROGRESSION, CONTROL OF MUSICAL 

TIME 

                                             Finger ing

When there are possible fingering alternatives one should try them and opt in favour of
what is most comfortable and ties in best musically and technically and is compatible with shape
and style.

The following fingerings by Lionel Bowman are quite different from the kind to which
pianists in general have become accustomed. After many years of investigation and research,
through the study of text books, scores and the playing of other pianists, I have come to the
conclusion that what looks different in fingering is often more comfortable than the orthodox, and
automatically enhances a performance far beyond what I would have expected. Once the
principles are understood the pianist will discover many examples in his own repertoire that will
respond with considerable advantage.

Many pianists believe that changes in hand position should be as few as possible.
Unfortunately, however, the principle is often indulged to extreme, at the expense of comfort and
musical intent. For example, the fingering at (i) is sound. At (ii) the same fingering results in an
awkward and uncomfortable hand posture, and yet this kind of fingering appears commonly in
printed scores. The alternatives shown between the staves are competent.
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Adjustive movements are needed in groups such as the following, in which colour is needed rather
than rippling roulades.

Compare performances of the right hand notes of Example 43 using the edited fingering above the
notes, and then the vertical below them. The edited fingering is neutral. It does nothing to enhance
the phrase. The latter is creative and commands a shapely, meaningful response.

This type of approach to fingering, with technical and musical dimensions so closely in accord, is a
vast, vital and fascinating study, which the serious performer should perpetually pursue.

Fingering in edited keyboard works of J S Bach is often similarly at fault. The pupil should
therefore be encouraged to find more comfortable and appropriate solutions.

In Example 44, the fingering between the staves is inducive to better sound and is more
comfortable than the editor;s fingering, particularly for smaller hands. The student should
experiment with other possibilities.

After playing this cadenza passage from the First Movement of Concerto No. 2 by
Beethoven a number of times with discomfort and insecurity, Lionel Bowman found that by
changing the edited fingering, which is the one mostly used, the passage became not only easier
to play, but much more interesting musically. It also provides an excellent example of sliding
between black and white keys, which opens and closes the elbow joints and gives added comfort.
There are numerous configurations needing straight and curved fingers.
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Similarly, this group from the First Movement, Allegro Molto con brio, of the Beethoven
Sonata Op. 10, No. 1 should not be played with one placing of the hand, but fingered as shown.

It is sometimes more difficult to find suitable alternatives that will enhance stability,
articulation and inflection when the hand has to cope with more than one voice part, as in this
extract from the Courante from the C minor Partita by J S Bach. The editor's fingerings in the
version at (i) are typical and often contribute to the awkward playing of the inexperienced; thus
there is a demand for our attention and remedial action where possible.
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Be sure to maintain the integrity of the main lines. Accompanying voices also should sing
but not intrude. It is all a question of balance, matching the tome from one note to the next, and
between the parts. The balance of the left hand imitation with the other voices will need particular
care and experimentation.

In the following extract from the Sonata Hob.XVI/52 by Haydn, the edited fingering for the
opening five notes in the left hand of bar 20 is direct but naïve. The hand sits more comfortably
and squarely with the suggested 31321.

The use of the fourth instead of the fifth finger on the upper Bь in bars 20, 21 and 22 helps
one to outline the progress of that note as the dominating pitch level which culminates in the first fz
chord. 

There is no convenient alternative to the right hand fingering in bar 24. Be sure
nevertheless, to trace the dominating pitch level, G in bars 24, 25, and 26, and proclaim its
destination in bar 26.
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From the structural point of view, the advantages of the fingering in both voices of
Examples 49 will be obvious.
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Professor Bowman's fingering of the next extract from La Fille aux Cheveux de Lin, by
Debussy demonstrates the advantages of a consistent use of the thumbs: they place the hands,
guide them and provide a stability and security that many of the makeshift fingerings one often
encounters do not. Much of this piece responds well to technical study through the posture of the
thumbs.

       Rearrangement of Hands

During discussion on fingering, Lionel Bowman told me about his lessons with the
renowned French pianist, Yves Nat, who helped him rearrange passages between the hands from
numerous works which he was then playing on the concert stage, such as the Schumann
Symphonic Études, the Schumann Phantasie, The Brahms D minor and Bь major Concertos etc.
He was then able to play the works more comfortably and with a new confidence. This was long
before he devised the exercises and ideas in this book.

Pianists, especially those with small hands, should not hesitate to take advantage of this
kind of facilitation. Such adjustment will also enhance the playing of pianists with larger hands.
Teachers who shun it should investigate and be aware of its advantages – it is no crime – it is
common practice of the greatest artists.

Sometimes, as a result of the sheer difficulty of playing a passage as written, and because
of the effort involved, you actually bring forth the true meaning of the composer's intention.
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If rearrangement changes the musical meaning, it is to be avoided. On the other hand,
there is an obvious advantage in dividing the hands as in Examples 51 to 54.

-

-

-
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   The Law of the Dominating Pitch Level

Unless marked otherwise by the composer, the last of a number of repeated notes is the
strongest, even if it falls on a weaker part of the bar.

From this point of view, this theme by Brahms is particularly interesting; through the
application of the dominating pitch level principle we have a new concept and an increased
perceptiveness.

There are three pitch levels;

(i) The  Gь, mediant of the key, dominates. It occurs five times. Each Gь becomes
successively stronger, until its last appearance as the final semiquaver in the second bar.

(ii) The F, supertonic, appears four times, finally resolving gently on the tonic Eь.
         (iii)The  Eь plays three times; with its metrically weaker position throughout the phrase it 
avoids and marked feeling of finality.

Thus, the eye deceives the ear – often what looks unimportant becomes important and the
stronger musically. The observation of these “hidden” pitches, which we call “dominating pitch
levels” enhances the musical meaning in every instance. Usually, the next passage from the
Emperor Concerto is played with a mechanical crotchet beat. When fingered and performed as
indicated the repeated thumb notes in the right hand become the dominating levels and add
considerable interest.
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 The next is a more direct, but telling example. The crotchet B in the second bar can be
regarded as the first note of a turn to include the next four notes before speeding up the scale from
the final note of the dominating pitch level, which gets the most tone.

A turn embellishes the dominating pitch level and is probably the best example of the principle.
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Another interesting example.

     Triple Meter

A further phenomenon is the tendency of the third beat of a bar in triple time to be stronger
than the first. This arises from its inclination to lean towards the first beat of the next bar. The
observation applies also to triplet groupings. The inflexion is, more or less, “lengthen th efirst beat,
strengthen the third”. Experienced artists normally play:

unless so marked by the composer.
Sometimes, in performance the emphasis is distinct, at others, it is extremely subtle, but the

distinction remains. Consider the following, for example, and play it several times experimentally to
determine the most suitable and natural inflexion.
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-

  Harmonic and Melodic Progression

As harmony is an essential musical dimension of every phase, one should be aware of the
progressions, express them, and, in learning, exaggerate the dissonances and their resolutions.
For instance, in the following measures,

the harmonic basis is simple and clear.

♦ Play the chords and sing each voice part; sense the harmonic and melodic 
progression

♦ Now, slowly reiterate the harmonics in the left hand to a quaver pulse; mark and 
listen carefully to the level of the dissonances created by each of the asterisked 

non-harmony sounds in the right hand, and effect its resolution.
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It must be noted, however, that every sound within the tonal spectrum has its own peculiar
melodic progressional tendency. For example, the leading note, F#, the final quaver in the second
bar, is magnetically drawn to the tonic and its repetitions in the next, which, through its recurrence,
becomes the dominating pitch level (see further references under this heading). If measures such
as the above are approached and expressed through a skeletal realisation of harmonic
progression, followed by a free, leisurely and meaningful rendition of the dissonances and
resolutions, one can be assured of an increased awareness and comprehension of musical
content when the passages are played as written. Moreover, the playing will be more interesting
and convey more to the listener. (See also instruction under the following heading, “Control of
Musical Time”, with particular reference to the extract from Chopin Study, Op. 10, No. 2.).

A performance must always reflect what the composer has written – the audience should
be continually led by the performer through progression and projection of sound; the musical
intention inherent within the notes must never be lost sight of, or allowed to decline. One should
heed the advice of Ralph Kirkpatrick, “to learn the notes and understand their relationship, and
then to draw the expression out”. The content of his book, Interpreting Bach's Well Tempered
Clavier is relevant to the performance of all music, and reveals a rare approach and insight. 

     Control of Musical  Time

A perfect example of architecture emerging from application of a strong rhythmic sense
occurs in the opening page of the Sonata Pathétique by Beethoven. Thus, in learning, one can
introduce a regular pulse through the continued repetition of the prevailing bass note, or chord, or
suitable harmony note.

To overcome the errant rhythm so frequently encountered in performance of passages such
as the Grave introduction to the Sonata Op. 13 by Beethoven, the above practice is beneficial. A
semiquaver pulse is the most suitable, and should be maintained substantially but not obtrusively
throughout, using a member of the prevailing harmony, preferably the bass note, or the entire
chord.



104- The Magic Touch

The opening left hand might appear somewhat as follows:

Allow for expansiveness in the cadencial passage from the second half of the fourth bar.
Melodic treatment is wanted, especially for the last six notes.

The same principle applies to the Grave Adagio from the C minor Partita by J S Bach.

The technique can be applied to enhance shape meaning and control, even in works as
rhythmically uniform as the Study, Op. 10 No. 1 by Chopin. [See Example 34 (d)]. Here is a
possible left hand routine; use it in full, or curtailed!

Frequent pauses should be made with wrists and hands collapsed. One might occasionally
employ thumb notes only. Tremolo octaves can also be used to accompany the right hand; pause
often to release further towards the fifth finger.

The following left hand pattern is suggested for the Chopin Study Op. 10, No. 2. See
Example 24. This type of rhythmical support can be used in almost every piece. In addition, if the
hand will accommodate it, the two notes that accompany the chromatic scale line in the right hand,
can be repeated, note for note, against the scale. Thus, the discords can be keenly heard, and
their progression to consonance expressed. This process will need to be carried out slowly and 
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very freely.

The ideas may seem unusual, even outrageous – we simply make the point. Students can
devise according to their own needs.

The principle can be applied during the study of contrapuntal music, but is usually more apt
for two voice passages. However, discretion should prevail – in some complexities, such
endeavours may create more problems than they can solve!



Regarding the Magic Touch...

The following comments are typical of many....

Ever since I started relaxing, listening and putting my fingers so very consciously upon the keys,
directed by the most logical thinking I have encountered in all my years of playing the piano, I am
pleased with what I hear. Professor Bowman has shown me how to achieve this in what seems a
micro-second compared with the many years spent with other teachers. True, I have learned a lot
from them, but no-one has ever made me think so hard about what I am doing as Professor
Bowman did.

I am now working on the early A minor and D major Schubert sonatas and am finding my ability to
produce beautiful sounding chords with the Bowman technique a natural and easy venture. I no
longer suffer any burning or tiredness when I play. Another significant element is that I can now
memorise the music much faster.

I can no longer tolerate mediocrity in performance and I will always sit at the piano with a passion
to create the ideal sound.

BILL ALEXANDER

Just as Professor Bowman himself is a very special person, so is this a very special book -  a
reflection of years of experience and expertise. And just as he derives the greatest pleasure from
helping others, so will the readers of this book, piano teachers and students, be helped and gain
new insights, into themselves, as well as into the art and craft of piano playing.

PROFESSOR CAROLINE VAN NIEKERK

Professor Lionel Bowman's unique and stimulating piano method has influenced the playing of
many students and prominent musicians. Through this book, a larger number of aspiring pianists
will now have the privilege of learning from this great master.

PROFESSOR ELLA FOURIE

Ella Fourie and Caroline van Niekerk were both pupils of Lionel Bowman, and are now professors
at the University of Pretoria, where seven of the music Department staff members are ex-Bowman
pupils.



THIS PRACTICAL GUIDE , which might well be called Therapeutic
Techniques for Pianists, represents the culmination of many years
of study of muscular coordination by Lionel Bowman in his personal
effort to overcome chronic sprains and tendonitis.

The understanding of the technical procedures evolved by
Professor Bowman will benefit all students of piano at any level.

The technique embodies a few simple principles, the
synchronisation of which ensure physical comfort at the keyboard.
This, in turn, optimises performance, removes fear, and prevents
the physical problems commonly experienced by pianists.
  


