CHAPTER 4
Applying The Perspective: Phase 1… Phase 2…

PRELIMINARIES
Let us now examine one way to apply this perspective to our real-life teaching and playing situations--the two-phase approach to learning music at the piano.  Ideally, before we make our first record attempt--that is, before we even attempt to play through the piece just to “get an idea of it,”--we should have decided and notated almost all information which has to do with the way we will play. Sufficient fingering should be penciled in on the music for us to “figure out” any un-fingered notes. Likewise, most decisions about phrasing and articulation, lifting and length of legato lines--should also be clear from the written page. Choice of hands, of course, and other tactical instructions should noted if they are not obvious from the music.
Certain aspects of our manner of playing however need not decided at this point. Accents & dynamics (including crescendi & diminuendi), pedaling, tempo, final choice of the exact movement-syndrome (“backup” body position, angles of leaning, body movements)--for some reason these factors of our behavior seem to be learned equally effectively after a secure template has been established.

Interestingly, work with tempo and dynamics seems not to be assimilated in the same manner as work with notes/fingering/articulation.  Learning concerning these parameters may actually be stored less permanently in a “control memory bank,” have little to do with the actual template, and can therefore be easily varied from performance to performance.

Some published music comes complete with adequate notation as regards fingering. phrasing. and articulation. If this is the case, practice can begin immediately on PHASE 1. If not, one should go about making these decisions. In order to avoid recording your experimentation, work on smaller bites than the phrases you will later be using for record attempts. When you have worked out a fingering-phrasing-articulation strategy for an entire phrase. and written it with pencil on your music, you have the option of entering PHASE 1, or of going on to determine more fingerings and articulations. Usually I flip back and forth between the two processes--decisions, and PHASE 1 practicing. See the chapter on PENCIL PRELIMINARIES for tips and principles regarding determining fingerings and phrasing.

(With very young, or beginning students I settle for the fingering alone. A five or six year old will usually do best if we wait weeks or months before approaching the concepts of phrasing and conscious lifting. The articulation of staccato will be a logical first experience with consciously lifting away form the keyboard. For a student of this age I usually require no more than correct notes and fingering.)

Let us now have a look at the guidelines for PHASE 1.
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[image: image1.png]PHASE 1

1. PLAY slowly and distinctly, trying to avos/dreqular puise
or correct rhythms.

2. PAUSE, neutralizing all motion, if you see/ uncerfain
about the next note, finger, or articulation.

3. PLAY on, when you real/ize what to do.

4. STOP after errors without correcting them. Restarl after
last lift.

5. Continue in this manner until errors and uncertainty no
longer occur.





Let us examine each of the 5 steps of PHASE 1.

1. PLAY — Attempt to be definite in your touch. Hesitant actions will also be recorded, but an assertive style is more effective. Your concentration should be on three things:

Accurately realizing the page, not letting yourself get locked into a regular pulse. and keeping in touch with your degree of certainty about the next action. Theses are three distinctly different functions of the brain, so this state of awareness will be unusual for most. It will not take long however, before all three will become a responsible and habitual way of operating.

The fact that we need differing amounts of “brain-time” to be ready for the differing situations along the way fits very nicely with not having to play rhythmically--where one has a given amount of “brain-time.” A good exercise to get in touch with just how much brain-time you need, is to verbalize each action before you carry it out. For example. if we use our honorable, if unique. “Oh say can you see,” (PP 12-13), the scenario would be as follows:
[image: image2.png]. SAY: G, 3. short. (PLAY)
2. SAY: E, 2, short. (PLAY)
3.SAY: C, 1 connect(PLAY)
4. SAY: E, 2. conmect (PLAY)
5.SAY: G. 3. connect (PLAY)
6. SAY: C. 5. release (PLAY)




In this example. brain-time will no doubt be almost equal for each coordination. If however the hand must at the same time sustain another voice, the verbalization takes longer time:
[image: image3.png]l.SAY: C & E. 51, connect(PLAY)
2.SAY: hold C. play F with 2, connect (PLAY),
2. SAY: hold C, Iift 2, (PLAY), play FG with 12, connect (PLAY)
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Let me hasten to remind you that the procedure I have just described, with its detailed descriptive verbalization of every action, is presented to make you aware of the information you need to program into your brain, in order to make an efficient recording.  I do not recommend this degree of verbalizing by any means for everyday PHASE 1 practice.
Now and then, however, one meets a passage that seems to “defy” getting learned, and this method can lend order and accuracy to learning such frustrating situations.  Especially polyphonic music, with its independent various voices, will contain passages which are apt candidates for this “step-verbalization,”. We are, after all, only interested in getting correct record attempts: we don’t care about speed, rhythm, or fluency.

Remember to reward each successful record attempt with a compliment: “Excellently done, my boy!” “Good work, Jim!” “I’m a musical genius!” The tagging of a success attempt in this way increases your awareness of it, and adds to its impact on the accruing template.

2. PAUSE - This is the new ability to be developed: to learn to stop when in doubt. neutralizing all muscle movements, without freezing or tightening up. Tightening will no doubt be the initial reaction somewhere in the body, but with patience, this too can be avoided. If you tighten, simply take a little extra time to relax at that point--we have no deadline. Learn to recognize your internal feelings that signal a probable approaching error: vague disorientation, the desire to play on anyway. Before long the whole process will be quite natural.

3. PLAY - When you can verbalize the next action(s), then you are aware enough to continue. But beware--the next note or two may also seem foreign, and are prime candidates for error. And don’t push your luck: stop at your predetermined “bite” end point, and reward yourself.

4. STOP - If you play a wrong finger, note, or articulation, then stop immediately--before you suddenly “correct” it! Utter a verbal rejection, “I reject that solution,” and start over from the last lift. Sometimes, the last lift will not be the beginning of the passage bite you are working with. You may, of course, also start from your chosen beginning point for that passage. In longer bites, it helps maintain concentration if one practices the minimum “sub-bite” necessary. Any condition where both hands are simultaneously away from the key surfaces qualifies as a “lift,” and is a possible beginning point for the next record action.

To start recording in the middle of a legato line would create an entirely different solution than we desire: a note in the line (the first we “drop in” on) would be approached from above the keys  instead of legato, from the previous tone in the line. Allowing such an attempt to enter the storage bin would weaken the template.

Whether an interrupted record attempt enters the storage bin at all, is doubtful. Since its length and also its contents are different from the intended attempt, it probably is filed in a bin of its own, one which we never get around to using. In any case, one should have a good conscience after having interrupted an error-laden attempt and rejecting it.
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5. CONTINUE IN THIS MANNER - Repeat the passage, complete with pauses, and stops/restarts if necessary, until it begins to flow, without extra hesitation time. Some will need to consciously forge through areas where hesitation has been used. There may well be muscle tensions present at these points which need eliminating. The tempo will gradually take shape as you become familiar with previously unfamiliar areas. When you sense that you are ready to attempt a slow metronome speed, go on to PHASE 2.

An interesting discovery I have made since using the phase approach is that some young students, left to their own means without training in rhythm and note values, naturally pause when they are uncertain, continuing when they realize what to do! Can it be that we. well-meaning pedagogues retard the learning process for our students by requiring them to play rhythmically too early?!
The following are the guidelines for PHASE 2 of learning a passage:
[image: image4.png]PHASE 2

1. PLAY at a chosen slow metronome speed, trying to
achieve regular pulse & correct rhythms.

2. PAUSE, neutralizing all motion, if you fee/ uncertain
about the next note, finger, or articuiation.

3. PLAY on when you reafize what to do.

4. STOP after errors without correcting them. Restart after
last lift.

5. CONTINUE: increase speed after successful atiempts;
decrease speed after unsuccessful attempts.





PHASE 2 is similar to PHASE 1 with a few important differences.

1. PLAY - Choose a slow metronome speed. somewhat slower than the slowest speed you used at any point in PHASE 1, and play, attempting to play correct rhythms and regular pulse. Don’t choose anything like a brisk tempo, no matter how brave you are feeling. Patience is still the key word, and it shall soon be richly rewarded.

2. PAUSE - Again be awake for uncertainty or doubt, stopping before you play a wrong note, finger or articulation. At this point it will also be wise to stop if you notice unnecessary muscular tension, probably at the places you before have needed to stop.

3. PLAY on when you realize what to do, or when the unnecessary tension has relaxed.

4. STOP again after any errors, restarting after the last lift.

5. CONTINUE, increasing the metronome speed a notch, or possibly two, after a successful attempt. If you then notice a general feeling of uneasiness, return to the previous speed for a time or two. If your attempt included any pauses or errors, then decrease the metronome speed a notch or two. This should make a correct attempt possible; if not, decrease again, continuing until you reach a speed where a correct attempt is possible. It is in this step, that the student may lose courage. Probably on the
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first attempt to play with metronome, the initial tempo will be chosen much too high; if the piece can’t function at quarter note = 40, one may need to sub-divide the click beat, equating quarter at 40 to eighth at 80, proceeding hence downward from 80 for tempo choices.

GENERAL TIPS

Train the student in individual aspects of the method. For example, get him used to stopping abruptly. by doing run-throughs where you, the teacher, say “stop.” Get him used to not tensing up at the same time. Train playing “un-rhythmically” by keying his every move to your “now” signal. Ask him to play his scale un-rhythmically. Train also separately playing more slowly.
Adapt the system to your own needs. I had a 5 year old student with whom, for the first 4 months, I only used phase one. I didn’t explain or even mention points 1 through 5, just got him to work that way from the beginning.  For such fresh ears to music, the joy of the sounds is more than exciting enough to make up for the absence of correct rhythms.  Motivation is much more important than perfection at beginning stages, anyway.

Use only PHASE 1 if you like. Once the proper template has been established, many will be able to achieve an acceptable degree of rhythmic fluency without the metronome and all that PHASE 2 entails.

But with serious students it will be wise to train both phases. If the student has never attempted playing with the metronome before, it would be wise to train such playing, best on scales, or some invented exercise which does not involve note-reading at the same time. Once you are “on the metronome,” achieving successful attempts, it becomes extremely satisfying to move forward a notch at a time. Works brought to fruition in this notch-at-a-time manner have an extremely “safe” feeling, are highly accurate, and inspire creativity in musical expression.

Now for a closer look at the preliminaries. Get out your pencil…
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CHAPTER 5
PENCIL PRELIMINARIES: PHRASING, FINGERING, ARTICULATION, INSTRUCTIONS
The first steps in working on a new number, as the first steps in taking a vacation, have to do with planning the route. If one points the car in the general direction of, say, the mountains, one may or may not actually reach the destination. It is, however, highly probable that one will “waste” a lot of time underway retracing steps on roads that proved to be dead ends, or which led to other destinations, The wise family will take some time with a map and make decisions before beginning the journey. Then they will drive directly to their goal.

Likewise, the wise teacher will train his students to temper their excitement about the destination long enough to make decisions about the route. These decisions have to do with fingering and articulation. The area of articulation includes phrasing, (legato. release), staccatos and other releases. and how the tone will be produced (which tool or tools). While some of these decisions are more easily made later, one must make definite, albeit temporary, decisions before spending much time working on the piece.

In this connection, the use of pencil is indispensable. I require my students to always have a pencil--with eraser--at their practice piano. Early on, I hand the student a pencil to write in decisions reached during the lesson. I encourage them to write neatly and compactly in their markings on the page. I set an example in my own marks on their music, (To this day I treasure the manuscripts I studied with one teacher in particular,* and take pleasure in reading his concise comments and symbols.)

PHRASING - For us, the phrase mark has two functions. Its musical function is to show the span of a single musical thought. Its practical function is to tell us how far we have to play in a connected fashion before we get to lift! Short “articulation phrases,” with as few as two notes will be treated similarly. It is this second function which is of utmost concern to us as we go about designing our fingering.

I think it best to avoid the subject of phrasing with beginning students, until they have gotten success on other fronts. Even if they are introduced in “Book 1,” phrase marks may remain an abstract and doubtful subject. As soon as the student is ready one should involve him in deciding and experiencing phrase lengths. I prefer singing aloud the trial phrase. noticing especially after which note one wants to breathe in, or to “catch a breath.” Typically, this end note of the phrase will be longer, and of lower pitch than its neighbors. Draw lightly the implied phrase mark, and continue from the beginning of the next phrase. The final phrase structure will most often reveal a pattern of phrases almost equal in length. Sometimes several different phrase lengths will be present, creating amongst themselves a design, not unlike similar designs in the phrases of poetry.
Once the phrases have been drawn in it is a good idea to go back through the texture and find any places where the actual legato is broken—-as will be the case if there are repeated tones. In thick textures—-more advanced music--other situations can force a lift as well. I make small “check” marks at these places. which present opportunities for
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moving to a new hand position. just as we do at the end of the phrase. These preliminaries accomplished, one can one can go about designing a plan for fingering

REQUIREMENTS OF A GOOD FINGERING...

Our fingering must make possible the carrying out of the musical information on the page. This information is of the following sorts:

1. Pitches of notes.

2. Rhythmic lengths of notes.

3. Phrasing: which notes are to be grouped together, played legato (without lift).

4. Articulation of notes: way of attacking or releasing notes, including

accenting, staccato. iion-legato, & legato.

5. Dynamics.

6. Speed.

Additionally our fingering should, in general, reflect the physically easiest solution. It should suit our playing capacities. feeling more comfortable than other choices. Mentally easy solutions can sometimes be appropriate, either to simplify a repeating pattern, or to add order to an otherwise confusing passage. More below on this.

Deciding a fingering strategy can be a seemingly endless process. Often, one finds a neat solution, only to discover that another tempting one turns up the next day. after you’ve practiced the first one a while! The art is to find a reasonably good fingering reasonably quickly. And then to “stick to it” unless it proves not to work. (Sort of like choosing a wife?) Vacillating back and forth between 2 or 3 tempting solutions is obviously in conflict with effective learning, according to the principles we have discussed earlier. Be sure to play less than a typical practice bite as you go about trying fingering possibilities, in order to avoid storing recordings which will later not be used.

In general, it is the right hand part that will require most experimentation in determining a fingering solution. It plays the speaking voice (melody) of most musical textures, and by nature will involve more variation in articulation, and greater length of legato lines. Left hand parts are often pattern-like, involve more simultaneous tones (and thus fewer possible choices).  Unless the left hand plays a melodic role, its fingering strategy can be accomplished more quickly.  
Fingering involves confronting an ever changing myriad of possibilities. Often, several alternatives will be possible. The following principles should serve as guidelines, and are meant to provoke thought as to general and typical situations.

FINGERING GUIDELINES
1. Use basic hand positions where possible. These include the standard 5-finger. one-to-a-key position. where fingers 1-2-3-4-S cover a fifth on the keyboard; the extended-5-finger position, where the thumb is temporarily grounded to a single tone, and the hand 
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expands to encompass more tones as necessary; the “octave” position, where 1-2-3-5 cover the tones of a major chord; and the “7th” position, where 1-2-3-5 cover the tones of a major-seventh chord (if on white keys). A certain awareness of which of these positions one is presently using, adds order and security to passage playing.

2. Use the long fingers (2-3-4) on black notes when possible, especially in monophonic lines. It is a lucky coincidence that the shape of our downwardly-turned hand fits the topography of the keys: Our thumb is lower and shorter, the white keys are lower and longer. Additionally, since we play on the side and partially on the nail of the thumb, it is not well suited to the black notes, which are narrower and more precarious because of their elevation. Fingers 2-3-4 are also attached to the hand in a way which makes them more secure on these raised black notes: these fingers have little lateral range, and are more easily “locked-in” on the blacks than the thumb or 5th finger. For much the same reasons, utilize black-white turnunders--3-1, 4-1, and occasionally 2-1--where possible. Turnunders white-white are always more difficult since they do not utilize the hand’s natural form.

However when several notes are to be played simultaneously (chords, intervals) both fingers 1 and 5 become more secure on black notes, since their stability is increased in such “grip” situations.

Movement at the piano takes place in three dimensions: in-out, side-side, and up-down. Try this experiment while seated at the piano. Move both hands (and as much of the arms as is natural) simultaneously and rapidly: in and out (horizontally), then out to the sides and back in (horizontally), and finally, up and down (vertically). Continue each repetitive movement for 5-10 seconds, and notice the response in the rest of your body. You will notice that in the first mode--in/out--waves of motion are set up in the rest of your body, all the way down to your knees and feet. Your stomach will be shaken up a bit, and you will feel clumsy as you carry out these motions. The other two directional dimensions will have little or no repercussions throughout the rest of your body.

While still seated, try playing middle C with your thumb. Then C#. Notice that your elbow moves the same distance as your thumb--about two inches. Notice now how the hinges are arranged throughout our body. Consider the toes, the ankle, the knees, the hip joints and the waist, the shoulders, elbows, wrists, and finger joints. All these “axes” are placed as if from the side through the body. facilitating mostly movement in arcs which have a in-out and an up-down component. All these joints permit some side-side motion as well, but their design emphasizes (circular) motion around their main axis.
Try playing a chromatic scale with only your thumb. Play as fast as you can negotiate the moves. Again you will notice the major component of in-out motion, and the awkwardness involved as well.
This explains why many advocate playing successive octaves with the 4’th finger on the black notes instead of the 5th. The resulting difference in fluency and smoothness is of significant proportions, especially in rapid tempi. Moreover, when playing the white-note octave, careful placement of the thumb near the black note, will pay off as well, insuring minimal movement in the in/out direction.
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Our conclusion therefore is that motion of the hands forward and backward (in-out)tends to set up self-amplifying waves, radiating back in the body through each successive set of hinges. Therefore we seek to minimize in-out motion in the act of playing--and in determination of our fingering strategy.

3. Stretches should be placed in apt parts of the hand. Our physical construction predetermines that we can stretch further between 1-2 than we can between 2-3. In fact, experimentation will show that our “stretch capacity” between adjacent fingers diminishes gradually as we move from our thumb in the direction of our 4th finger (see also below). Even though this seems obvious, we still meet examples like the following, where the largest stretch of the arpeggio is placed in the worst possible location--at the turnunder!
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The “apt” place to locate the large interval in the hand would be between, of course, 1-2. No doubt the concern was to design a mentally easy solution--one starting with the thumb on C: 1-2-3-1. A physically much more playable solution would be 2-4-1-2, or even 4-1-2-4. Here the placement of the P4 interval is indicated in bold. [image: image6.png]o
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Use of 3rd finger in place of 4th may be better for some hands. 

(Interestingly, the usual LH fingering for the same arpeggio does make use of the wise placement: 1-4-2-1.)
Deciding between which fingers to place the stretch in a passage is dependent on many factors. With your hand palm down on the table, note visually the small variations in distance between the various fingers. Note that there is one area of the hand with least natural spread: between 3-4. Palm still down, suddenly extend all fingers simultaneously, and note that the same location (3—4) still has the smallest spread. Herein lies one of the clues to fitting the hand to the passage: when possible, avoid stretching more than a 2nd between 3-4. The following example demonstrates both sides of this question:
[image: image7.png]113
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One way to judge a fingering solution is to observe the hand visually as you play. Stop randomly here and there, and examine the stretches that are being made at precisely that moment. If they do not honor the natural proportions of the hand, be sure other possibilities are not to be preferred.

To take another, and very common situation, where the visual check can be helpful, consider the fingering of certain positions of major or minor chords. Playing the following solution will “feel” best to many, less experienced pianists. probably because the 3rd finger is easier to direct and guide than the 4th:
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Play the above solution--also in “block” fashion--observing the distribution of spacing in the hand Then do the same for the following solution:
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Most less-experienced pianists will prefer the first of these two solutions. However, often the second solution will serve better in the long run. The explanation has to do with degree of control over the 4th finger. This finger seems to be our least “aware.” Attempts to move it result in movement of both its neighbors. and its independent use seems somehow less controllable than all the other fingers. However, with a bit of practice, many will find the 4th preferable.  This is the finger that Robert Schumann attempted to “improve” by exercising with a homemade mechanical device. He did not succeed, and went on to compose with increased enthusiasm.

This is perhaps a good time to give a word of advice regarding attempting to improve strength, stretches, or coordination by applying force from without: don’t. More on this later in the chapter on exercises.

Sometimes stretching is not the answer. In the following passage from the “Bridal March” by Mendelssohn, one might assume the following fingering to be a likely candidate:
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What at first glance would appear to be a series of inevitable uncomfortable stretches, in a fast tempo, and FF dynamic, can be solved by enlisting the forearm’s capacity for a 
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quick move of the hand:
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The success of such a solution is based on several interesting conditions. How many of us realize that sometimes we can move & play faster than we can stretch & play? The first solution above has the hand in a somewhat tense muscular condition at the critical moment--when we need to play 4-5 on C-E. This makes the precision and timing of the C-E clumsy and uncertain. This phenomenon is aggravated later, when we attempt to play 2-4-5 on C-E-G. The second solution, being based on two separate hand positions (in each instance), includes none of this muscular tension. However, it involves a lightning-fast movement--from 5 to 1-3. This is possible, since the “fulcrum” of our sideways movement is found at the shoulder.  A very small turn at the shoulder results in a very fast movement of the fingertips. some 2 feet distant.

Try the following experiment at the piano. Play from C up a 9th to D using the thumb and 4th finger (stretch & play). Start with the hand relaxed, resting on the keys near C. Afterwards, try playing the same notes, but this time use the thumb for both notes (move & play). Which can you do faster!? This little trick might just win you a few drinks at the hotel bar during the MENC convention. Actually, you can, with a little practice, play from the lowest C to the highest C on the piano faster, and probably more accurately, than using the stretch method on the 9th.

Another reason “move & play” is a success in Mendelssohn example, is that our “departure” (from the 5th on C) will be from a weakly accented tone. That is. there will be little weight in the forearm, at the time it needs to move to the new position. Moreover, the “arrival” at the new location--C-E--will be on beat 3, (beat 1, in the second instance), a strongly accented beat. This fits very nicely with the physics of the situation: at the moment we need to move, there is little weight in the arm, and at the moment we need to arrive, we don’t much need to put on the brakes, since those tones (C-E, later C-E-G) will benefit from an accent anyway!

Let us now consider the action of moving and conditions which prompt this solution to fingering.

4. Moving may be considered if legato touch is not required. The opposite of stretching is moving. Unless the “stretch” involves a tone already under the fingers a move may be faster or more effective. That is, if playing the next tone requires expanding the hand, and connecting is not desired, moving to that tone is a possibility. Even if legato is necessary, a move, covered by a dab of pedal, will sometimes be wise.

Moving means relocating the hand, and involves a motion originating from the elbow, 
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shoulder, waist, body, or a combination of these. In the hand, distance is encompassed by movement from the finger joints and the wrist. Since the distance from these “fulcrums” is a matter of only a few inches, such expansion and extension results in a movement at the fingertips which is slower than movement initiated further back in the body. Moving. however, carries with it several consequences which should be mentioned.

Generally one should not move if another move larger than the interval of a 2nd is called for on the following note. As a rule it is good to remain in the new location for at least two notes; relaxing the muscles in less time usually takes years to learn. The faster the tempo, and the greater the distance, the more care we should show in our decision. Play parts of the passage PHASE ONE style, with relaxed hesitations, in order to actually carry out the coordinations involved. Consider the final desired tempo, and if your success will be probable.

If a move encompasses a great distance, or is to be made quickly, an arrival accent is probable. Ideally, the “arrival tone” should also involve, as in the example above, a “heavy” beat. At the very minimum, one should be aware of the arrival accent tendency, and decide with this in mind. The shorter the distance of the move, the less accent will result. Consider the following passage from Mozart’s sonata, K333:
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In this example. we have chosen five very short moves in the RH--one after each articulation slur. The first four moves are to a note on a numerical beat--not an “and.” That is, each of these “landings” will be on a note that will benefit from an accent. Likewise, each move will be from a note that is only lightly accented. These are ideal situations, and a musical result is almost guaranteed from using this fingering. At most, one will need to remind himself to play light and short on the “and” beats.

The fifth move is frau a strong beat (3). Ia a weak beat (and). To play this effectively will require considerably more attention. The thumb may here very well receive too much accent, because of the move. An alternate solution (instead of 1-2-3-4) might be 3-4-1-4, totally eliminating the move, and the risk of accent, but requiring more to-do.

A more detailed way to analyze the logistics of a passage can be demonstrated by the following example from the same sonata:
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Here the RH lifts are at the arrow, after the next Bb, after the following articulation slurs, and between the next three notes. The area around the arrow can be carried out in two ways. Either the hand can (1):
[image: image14.png]a. Remain relaxed in position on the low Bb. (R) +
b. Lift and move to the 5th on the high Bb. (LM), (5B) o -
c. Lift and move to the 31d. (LM), (2L) o0 --




Or it can (2):
[image: image15.png]a. Expand while on the low Bb. (E) ==
b. Lift to play the 5th on the high Bb. (LP) o -
¢. Lift and move to the 3rd. (LLM). (2L) o0 --




These various actions are of varying degrees of ease. R (remain relaxed) can be considered as effortless (+).

E (expand, stretch) on the other hand, requires considerable effort, especially since we are expanding from 1-5 while sustaining the thumb (--). LM (lift & move) and LP (lift & play) are both normal easy coordinations (o). A distant LM (o-), however, requires more physical and mental effort than a shorter LM. 5B  (5th on a black key) requires some effort (-). 2L (two lifts in rapid succession) requires considerable effort (--).

If we use these criteria to judge the ease of the passage, our first solution rates a: --, and our second, a: -----.  Let us apply the same criteria to the following solution:
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This solution would rate a: - according to the same criteria:

a. Remain relaxed in position on the low Bb. ® + 

b. Lift and move to the 3rd on the high Bb. (LM) o

c. Lift and play the 3rd. (LP) o (2L) –                                                                                                      

30.

A solution with a negative rating is not necessarily weak: the double lift is of course inevitable in all our solutions, since the tone Bb is repeated. Our ratings represent a sort of combined index--of the problems inherent in the passage, and also of our solution to them. Therefore it is the difference between our ratings that is significant.

This example dictates a move after the low Bb. If a choice is possible. make moves after such longer tones. Thus one has time to reduce playing weight to a minimum, facilitating a comfortable and coordinated departure.

The use of 3-2-1 on the repeated Ab tones shows a typical approach to repeated tones which might be commented upon here. The change of fingers on repeated tones can serve two functions. In extremely fast tempi and (or) where there are many repeated notes in a row, changing fingers can insure a fresh attack, where a single finger might tire or block. Another reason to use changing fingers is to maintain a fresh consciousness of articulation for each attack. It does, however, require a well developed awareness to coordinate dynamics with three different fingers. To use the arm instead of fingers is an obvious solution to shaping the dynamics, (thus using a single “tool” rather than three)--If the tempo is not too fast. Most players will probably opt for that solution here.

The use of changing fingers for repeated notes is however probably overdone by well-meaning editors in much of the marketed music today. The “complex” probably caught on with the music of Scarlatti, where it is an absolutely essential technique. Slower tempi, on the other hand, in no way require such a technique, and its appearance in many beginners’ series only makes things more complicated for our precious students. If a single finger has the time to relax and react, then using it again is better than changing. Having just been used, the finger has already been assigned our awareness. We have a good idea of what to expect upon using it again, and success will be probable.

Repeated notes offer the opportunity to make a “pragmatic” move, to free up more fingers for a coming passage, for example, or to attain a new location. That is, anytime a note is repeated. a move to a new position might be advantageous. In the following example from Chopin’s Fm Nocturne the change of location occurs nicely after the long Ab:
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The location changes in bar one & three of Handel’s Passacaille--also after longer notes--conveniently avoid awkward fingering alternatives (use lower fingering):
31.
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5. Consider “scrunch” solutions to attain more range when moving is not appropriate. By scrunching the hand, understand a compacting towards the middle, skipping one or more fingers. Notice how scrunch solutions permit a continuous fingering over a span of several bars (eight in all). in the following passage from Mozart’s Sonata in A, K. 331:
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Here, the scrunches include various degrees of compacting the hand: 1-5. 1-3, 3-1. & 4-2. In this solution scrunches have saved us for innumerable turnovers and also thumb black note combinations. A scrunch is physically usually easier than a turnover, which involves a larger movement of the hand.
6. Other range-extending solutions may solve special situations. Finger-trades--changing fingers on a depressed note--provide yet another way to achieve greater range. Most combinations are possible, with 4-3 and 3-4 being most challenging. since the fingers are close to the same length. Changes to the thumb are relatively easy. and provide a “whole hand” of new fingers to continue with. The following from Schumann’s “Glueckes Genug” includes two trades involving the 5th finger:
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Finger-trading is a delicate maneuver, and is usually best accomplished by an immediate change as soon as the note is depressed. Generally finger-trading should only be used when the earlier principles don’t yield a solution. Such is most often the case in 
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polyphonic and contrapuntal textures, where one hand is called upon to play two independent parts without lifting.

Trick fingerings--for want of a better classification--are also important in the above fingering solution. Locate (at the arrows) the crossings: 5 under 4. 4 over 5. and 5 under 4. Such creative solutions are often dependent on having achieved a rhythmic and coordinated flow. A convenient black note can make trick fingerings more playable.

Reverse-turnover fingerings (5-4. 5-3). where a finger is crossed over 5 to a black key, extend range by one or two notes. In Chopin’s Bm Prelude, a comfortable solution to the last LH melody notes involves 5-4:
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7. Avoid concentrated use of neighboring fingers. Try to maintain a comfortable mix of 3 or more fingers. Especially in faster tempi a slight confusion can set in if the same or neighboring fingers are used over and over. Consider the following passage from Beethoven’s Gm Sonata, Op. 14#1:
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8. A dab of pedal can aid in solving numerous fingering and legato problems. In Schumann’s Traumeri, a dab permits connecting between the repeated “F’s” (at “B”). Dabs are also handy for covering moves. The RH 5th (at “A”) can be sustained to full value (without blur!) and the following phrase’s legato honored, by covering the move with a short pedal. (See grey fingering at arrows.)
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33.

9. A mentally easy fingering is occasionally to be preferred over a physically easy fingering. The most common situation will be sequences, where a passage of several beats is repeated. usually displaced a 2nd each time. Although this brings about varying topography--differing black/white combinations--with each occurrence, a single fingering simplifies comprehending the situation and often produces a more secure result. Witness the following from Chopin’s Opus 10 #4:
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In like fashion, chromatically descending/ascending similar, chords or patterns—even though topographically differing--can be more facilely negotiated if an identical fingering is used for each, as in the Bach Em Partita:
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OTHER CONSIDERATIONS
The argument that one should choose a particular fingering solution because “it will train the fourth and fifth fingers,” seems weak. If one focuses always on the musical goal at hand, choosing the best means to achieve that, the fourth and fifth fingers--and the others too, will grow to meet the challenge. Channel such good intentions into an apt exercise and compliment the student’s initiative.

The use of pencil for decisions should become a natural part of the student’s approach to practicing. Assignments can be given to “finger” eight bars of the new piece, without practicing it. Undesired fingerings in published editions should be blackened out neatly, so that one can not distinguish the previous number. The internal confusion that arises at a sub-conscious level when one sees one thing and does another will weaken the security of that point on our accruing template. Countless times I have traced my problems with particular passages to my failure to blot out an earlier fingering that I had decided not to use. The repair job completed. I was able to quickly remove the insecurity. “Play what you write. or else write what you play,” is a good catch-phrase to repeat often.

Along these lines, a recurring situation for all of us concerns whether to change a fingering that the student has been practicing. It is sometimes wise to retain a less good fingering, avoiding the delay, and possible frustration associated with learning a new, if better, fingering. The matter simply involves “catching up” with old fingering’s bin contents. Or to be more precise, “passing” its total. If the old fingering has only been 
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practiced 10 times, then changing it should be within the powers of most students. These guidelines for planning a fingering solution do not, of course, cover all that needs to be said and learned. Each is intended to prompt thinking in general terms first, thereafter focusing on the specific situation. Most examples used have been chosen from a middle level of difficulty, typical of the repertoire of an undergraduate piano major. One must however see beyond these particular choices, to the easier repertoire of our younger students. My goal is for the student to comprehend the method, more than the immediate situation at hand. With this in mind, a hand-out covering fingering guidelines is a practical solution. This, one can consult as various points turn up in the music of the student. The student has it in his notebook to refer to, and also to associate with musical passages he has learned.

The material considered in the following chapter. TOOLS OF THE TRADE, has a natural and close relationship to the decisions of fingering. Becoming familiar with the potential, and also the limitations of our limbs, will make decisions about their use more understandable.

SUMMARY: FINGERING GUIDELINES:

1. Use basic hand positions where possible.

2. 2-3-4 on black notes where possible.
3. Stretches should be placed in apt parts of the hand.

4. Consider moving if legato is not required.

5. Scrunch technique can extend hand’s range in either direction.

6. Finger-trades extend hand’s range in either direction.

7. Avoid overuse of neighboring fingers; insert a more distant finger now and then.

8. A dab of pedal can influence a fingering choice, by allowing a move.

9. A mentally easy fingering is sometimes to be preferred over a physically easy one.
INSTRUCTIONS & OTHER MARKS

Marking our music with pencil is much like signing a check: it makes the subject matter valid. Each mark represents a personal involvement in the situation, creating more awareness and understanding as we go about our business of achieving successful attempts. Therefore, let no troublesome or intricate passage remain on the page without some kind of helpful mark: check-marks to identify less-than-obvious lifts; curved arrows to indicate crossing over or under; circles around key fingers; curt comments regarding mood, execution. shaping. choice of tool--all these intensify our relationship to the job at hand, bringing about more awareness,  greater accuracy and faster learning.

Usually make your marks in the white area outside the staff, not within the five lines. Work towards attaining a consistent style of placement and size. Typewriter erasure strips--the ones with a chalk-like backing--are helpful aids for blotting out unused information, and one can even write his new decision on top of the old.

Employ distinct and neat marks, making sure they are large enough to be easily read, not 
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slowing down the player. Realize that attempting to write at an angle--as most music racks on pianos prompt--usually results in less-than-perfect results. I often make two passes at “personalizing” my music--writing quickly (and sloppily) the first time, only to erase and rewrite more concisely and neatly at a later date. It is wise to have a TV tray or other horizontal surface nearby for these more meticulous and legible pencil indications on your music.

Reminders and corrections, useful along, the way--forgotten accidentals, wrong notes, wake-up symbols for approaching tricky situations—should be erased when they are no longer necessary If one is to trust the marks he makes on the page, then he must also remove those which no longer have a necessary message. Such good pencil habits result in a sort of “congruency” between what is seen and what is done, an important step toward a responsible attitude, and an effective approach to actually learning the music.  Besides, it gives such a feeling of accomplishment and satisfaction to erase a mark for a situation one has conquered!

Let us now examine the relationship between speed and power, and how the parts of our body can be used in a healthy way—the tools of our trade…
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