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Abstract

For many pianists and students, piano technique is regarded as one of most important
elements in their constant pursuit of artistic betterment. Since the Romantic era, numerous
virtuosic works have been composedaisimilar vein, contemporary composers still entertain
the idea of captivating the audience with physically demanding writing. In the meantime, the
piano has been developed with heavier hammers and steel strings for a bigger sound and wider
register compiged to its prototype in the Baroque era. Difficult works coupled with heavier piano
tend to create a hotbed of injury, as seen in Schumann, Rachmaninoff and currently Lang Lang.
Even though there exists a handful of theories on piano technique advaribediksy of T.

Matthay, O. Ortmann and A. Schultz, their theories can be difficult to understand, and even less
applicable to piano works for the present day teachers and students.

Il n an emai l interview with Seymleimthe Fi nk,

h

early 80s none of the technique bodBeymoureadi |y

Fi nk 6 Mastering Riano Techniquepntains many detailed diagrams and practical
explanations. Moreover, a video recording is accompanied withatbleto better clarify the

contents of the entire book. | would like to introduce this book and apply the technical
movements in it to a selection of etudes throughout this research. | hope this dissertation and my
own videogaYouTube link on Appendi) can provide some help for piano students and

teachers

1SeymdurP&r sonal cwintvhe rSseaotnigohny ang Ki m, March 2018.
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Introduction
Purpose

Since its first appearance in ca. 1709, the piano has evolved to produce a bigger sound
with a heavier action: its size, strings, sound, and range of volume biggall than those of the
original I nstrument. Todayds pianos have the
expanded technically, with many difficult and diverse passages requiring outstanding physical
abilities. Both developments have enalpeghists to achieve fame and wealth as virtuosi, but

also faveincreased the possibility of injury.

Many 19th century pianists were famous piano teachers. Many of them wrote books of
exercises. Franz Liszt, for example, wr68&Technical Studies, S. 1déntaining specific
technique passages or patterns. However, Liszt did not write the instructions and guide lines
about motions othebody. Even a renowned pianist and teacher such as Theodor Leschetizky
did not write such a book, although at least tWhis assistants did, contradicting each other at
times. In the 20 century, Leopold Godowskgalled a pianist of pianisteras a famous teacher.
He also wrotdProgressive Exercises for Stretching and MakingRimgers Independent
including fundamentgbassages and patterns, but he did not write such a book containing the
instructions and guide lines about motionsthi@19th century, many pianists including Robert
Schumann suffered injuries due to misconceptions about piano technique. Even in"arly 20
century, many pianists such as Alexander Scriabin, Sergei Rachmaninoff, and Ignaz Friedmann

suffered injuries. Obviously, more information on functional and-fra@ technique was needed.

Many 19"-century and 2B-century piano pedagogues suciTabias Augustus Matthay

(1858 1945) Arnold Shultz (1886 1931) Heinrich Gustavovich Neuha$888 1964),0tto



Rudolph Ortmani§1889 1979) Gyorgy Sando1912 2005),J6zsef Géat (19131967), and
Dorothy Taubman (1912013)worked to develop a pedagogy fagalthy piano technique, for
technical development as well as avoidance of injuries. Many focused on a scientific and
anatomial approach to piano technique. Their antiquated writing style and use of jargon

sometimes makes their works difficult to undemstaerfectly.

Sey mour b ERNMastering(Piano Techniguaook and DVD explains the
basics of a healthy and functional technique with detailed descriptions, illustrations and an
accompanying video, making it easy to understand his theories. Higlbtals fundamental
bodily movements, especially from the fingers to shouldersiniéption on this documers to
apply his thinking to the standard technical patterns of piano learning such as scales, arpeggios,

rotation, octave playing, repetitioleapsand interval
Contentsof this document

According to Finkhis theory is based dahe work ofOrtmann and &wltz 2 In the first
chapter of tis document! will briefly introducema ny p e d a g o gnecleds\@Ortmamn n ki n g
and Shultz. In the second chapter, | will describe the relationship between Fink and Ortmann,
referring to articles and reviews as well as the original texter#ard | will introduce what
Fink calls AApplied Movement 0 an¢tsindicatgthda hesi z e
movement in all parts of the piano playing mechanism: upper arms, shoulder girdle, forearms,

hands and fingersin the third chapter of the document, | will apply his theory to efthe

2Seymduimvia,st ering Pi,adAmalecalniPgess: Portland (1992), 9.
SFira,stering PiRarot TtewdhnamdiePart three



standard technical patterns with examples. Thelseonsist of piano etudes by composers and

teachers from the ¥&entury to the present day.



Chapter 1. Piano technique from Bach to Ortmann and Schultz.

Since 1tos al mo s@tto RugpbOstreaniflB89 1973 sd msotdu s s
S ¢ h u (1888 IP31)ideas on piano technique in isolation, | will first provide an overview of
the development of piano technique from the period of the first generation of piano teaching to
the present as background. Well versed in the theories of their titneai@rand Schultz were
pupils of famous pianists and pedagogues and their work built on the accomplishments of

previous generations.

Early keyboards such as the harpsichord and clavichord were very different from the
first-generatiorpiano Gravicembalo ol piano e fortg of Bartolomeo Cristofori (1653.731),
who invented the instrument in ca. 1709. Even though early pianos had heavier hammers, thicker
strings and more complicated mechanisms than the harpsichord, these pianos could be played
using finger nevements alone. The piano music of the Baroque and early Classical eras did not
have extensive dynamic markings, reflecting both the musical tastes of the time and the fact that
dramatic dynamic contrast was not possible on the relatively light actiamtg#froporaneous
instruments. As a result, it waot necessary for keyboard players of the time to use the larger

muscles of the body to produce sound.

Like Carl Philipp EmanueBach (1714 1788), keyboard teachers in thé"k&ntury
emphasized fingering and finger movements rather than the integrated movements from fingers
al |l t he way t o t heEssagoothelTrdeAr of Playi@g Keyboard E . Bachos
Instrumentswhich was published ii753 discusses fingering anoshfier movements but does
not elaborate on movements of the wrists, forearms, wgpes, elbows and shouldelhe

Essaywas influential to many pianists at that time, including Franz Joseph Haydr {BO®3,



Wolfgang Amadeus Mozart (1766791), Ludwig va Beethoven (177@827) and Carl Czerny

(1791 1857). According to Gerig, the influence of thesaysoon was widespread; so much so

t hat Haydn called it Athe school of all schoo
itéMozart as edathgriweayethe dhilideen.iThosetofrus who do anything right

l earned it from him. Whoev e*Thisdsoggests thabphysioallyn t o
speaking, i1itdéds not wvery diffi cthépitanotorteofpl ay t he

Cristofori and his contemporarkssag using the m

In 1801, Haydn received a piano fr@gébastien Erard 752 1831), a French piano
builder who invented the double escapement in 1821, but Haydn fefirtuab piano was too
difficult to play. In England, John Broadwood (173812) manufactured his pianos with longer
strings, three strings on each kayhicker sounding board, heavier hammers and pedals similar
to the modern damper and soft pedals from 1781aots? Viennese pianos had lighter
hammers and quicker movemendf the piano actiorwhereas English pianos had bigger sound
and broader sound range. Since Viennese pianists including Haydn composed works for the

Viennese pianofortet could indeed beitficult to play their works on English pianofortes.

SinceE rardapplied the double escapement to piano action in 1822, many piano
companies started to build the English piano style. With the introduction of double
escapement, musicians were able tmpgose and plagnore difficult passages, especially
involving repetition, broader dynamic rarggnd variousorms ofarticulations. According to

Stewart Gordon, pianists such as Muzio Clementi (LZ822), Johann Neponmuk Hummel

‘Reginal dF mePGeamiig,es &eFThNashuegton New York: Robert B.

SGerFamous ,Pid4ad.i st s



(17781837) and Czerny stiemphasized fingering and finger movements and composed

exercise works for finger training specificafly.

Consequently, many pianists found that it difficult to play the evolviftckdtury
piano using a predominantly fingbasedechnique such as thdescribed by C. P. E. Bach
because the pianos in the early’t@ntury were heavier and bigger than previous 6iies.
improve their technique, pianists tried numerous experiments. One such was to strengthen the
weak fourth and fifth fingers by exerciddowever, focusing on fingdraining only brought
injuries to pianists such as Robert Schumann (88%6). Schumann trained his fingers with a
machine of his own invention, causing injury to his fourth finger and the abandonment of his

ambitiouspianist

Piano teachers and pedagogues moved their focus to weight technique. Ludwig Deppe
(1828 1890) devised an effective system combining both arm movement and finger technique,
and he became a pioneer in the pressure school. Alttesogpressure touch wateady
discussed by William Mason (1828908), Sigsmond Thalberg (1811B71), Friedrich Wieck
(1785 1873) and Clara Schumann (181896), Deppe made this theory more effective and
systematic, though controversial to sotiidhe approach of arm weight begiwith the sitting
position. Deppe suggests to sit low enough to make an incline position from elbow to wrist and

in this position, and the fingers make mor e

SMar i enne Uszler, StewartTIGo ridapr,r efc Ktety b MbeBwd i Ydoer ak&: mie t h |
Schirmer PBoadd&&2. 2000

"GerFamsPui an2 39 s
5Ger236.



Amy Fay and Elisabeth Caland maintairtledtthe striking motion is not only to lift fingers but

alsol et fingers A% all o onto the keys).

Deppeds pupi | s i,RPaulStogeindRgdolEMagaesBreithdupt {1878 |
1945) who was most influencéy D e p p e 0,sontinukd ta writestudiesdiscussinghe
functions of the arm®B r e i t h a u p t The Nafuialdiar® &eachnigugpntaining the
concepts of o6éweight technique and relaxationé
concepts of freedom of motion, relaxation and weight ardédtindation of his method, which is
achieved by focusing on arm movements, plus shoulder and torso flexibility with special
emphasideing placedn the movement of muscl&sAccording to Breithaupt, this weight
technique made it possible to play moredemd i ng wor ks. Breithauptds
by Leopold Godowsky (18729 38) and his piano technique. Kn
Godowsky also implemented the weight technigndtaught principles of arm participation,

weight transfer and retation techniquérom as early as 189%.

A contemporary of Breihtaupt, Tobias Matthay (18%815) developed his own methods
which were more detailed and serviceabl e unli
Matthay mentioned finger technique, he foadusa the movement of forearm which he termed

fir ot at i o nThistechnigue ¢ the most important element in the playing of tremolos,

Uszl er, GoTrhdeo i¥emideni ¢ ¢h ,,R8¥%board

PGerFagmePui and 39 s

UUszler, Gor &®m,. Smith, 297

2Gerig, 331.

13 Tobias MatthayThe Visible and Invisible in Piano Technigitendon: Oxford University Press, 1932),-89.



trills, all forms of broken chords, thirds, sixth, octaves, as well adifiger exercises and
scalest* The rotaion techniqueoriginated from the weight technique but Matthay singled
rotation out and developed it into his own unique theory. Gerig fotedrm rotatiortechnique

related to weight TheAanof™Macht hayds early book

Constant changes in theate of theforear m6s r ot ary Rel ease and r
i mperative, if the fingers at opposite sid
the little finger and the thumb are to have equal successive apportionments of weight (or
resistance) to act against, when one of these fingers is applied against the key. Weight

must be released rotarily towards the liitgger side of the hand, when the little fingers

is required to work effectively against its key.

According to Gordonfi Matt hay conceives transferring t
from key to keyé but in |l ate in his catreer, h
transfer concepit® In hisbook The Visible and Invisible in Piano Technigi#atthayexplained
that there are two types of rotation technique, with one of them being the visible rotation and the

other invisible (small movements and the release of muscular tehSion).

Otto Rudolph Ortmann and Arnold Schultz made important contributions to piano
pedagg vy . Brei htaupt and Matthayobés weight techni
the late 19 and the early ZDcentury.In the interview with Finkhe mentions thaBchultz was a

pedagogue who unlocked the mechanics of hand/fingers motions,landIS¢ z 6 s t heor i es

and finger motions inspireaim.*®

YUszler, Gordon, Smith, 300.
“Gerig, 391.

¥UszIl er,Smiotrid,on3 0 3.

YUszI|l er,Smiotrid,on3 0 3.

s, FPMiemks,onal conversation with Seonghyang Kim, March 2



Or t ma n nThe Phigsmlogkcal Mechanics of Piano Technigaesiderednany
technique schoolas well as elucidating his own theories backed by anatdbneisearch.
Ortamnn was born in Baltimoend he studied piano with George Boyle who was a student of
Busoni at the Peabody Conservatory of Music. He worked as a piano teacher at Peabody
Conservatory from 1917 until 1942. While he served as a piano facatthber he also started
his piano pedagyy research in about 1920. Especially, he worked individually with anatomists
and physiologists at several hospitals and medical schools and engineers at the United States

Bureau of Standards and at Western Eleétrin.a letter from Ortmann to Geri@rtmann said,

Al do not now recall any fixed methodol ogy [
of the Leschetizky method were discussed, as
and the techniqgues of ranind)theweight appraachwaso . | n my
emphasi zed, and it was probably the | imitatio
carefully € The explanations given me were SO
himself that the underlying physiolaga | f act s wer e unintelligible

| aborat éry work. o

In The Physiological Mechanics of Piano Technig@eémann used many pictures and
drawings to illustrate the human body in detail and more importantly, he discussed human
fingers, handsarmsand torso at the skeletal, muscular and neural levels. For his research,

Ortmann spent considerable time in the laboratory to examine and differentiate the techniques of

®Gerig, 412.
0Ger, i g4l .



previous pedagogues. Because of tHoetse Oscient

Ortmannés theory was considered at the ti me t

In describing the use of muscles in piano playing, Ortrmaaimtainedhatmuscular
effort is needed to fidropo t he har niaant?loveti gen tkd
He focused firstly orappropriatemuscular tension and fixation thejoints. The arm movement
is not executed merely by the transfer of arm weigistead muscular contraction which makes
the arm move. Ortmann believed that there iswo@ement without the force generated by
muscular contraction. And this muscular activity with contraction as its underlying power can
cause fatigue and overloading of the arm. To resolve this problem, he advocated relaxation,
which is achieved through tlmovement of joints. For relaxation, he maintains that short rest
periods in practice is very important to avoid fatigue because there is no complete relaxation. On
theupperarm, for example, when a set of musckeséps) relaxes, another set of muscles
(biceps) should be contracted while a set of triceps should be contracted when a set of biceps
relaxes. To avoi d tréagationfsloweoratarelaxaioniofmsetaf f &6 hypo
muscles than contracti on orelaxaionqfastererate set of mu

relaxation)6, he emphasizes to appropriate bl

. With regard to the skeletal aspect, Ortmann that belipistfunction is an important
element of piano technique Joints, as levers, work insyneagy f or m an oO6arcé, a s
is related to forearm movement. Gerig made the observation that the two forearm bones joining

near the elbow would rotate in an arc between 150° to 170° from supination (palm of the hand

2lyszI|l er, Gordon, Smith, 3009.



facing up) to pronation (palm dm), while the elbow joint was in use only in the context of arm

bending and straightenirtg.

Arnold Schultz, who publishebh e Ri ddl e of inh986, devemyearsst s o0 F
aft er Olhe Rhysiologitad Mechanics of Piano Technigaehe firstmajor technique
theorist after Ortmann, who had influenced Schultz greatly. Still, Schultz studied many theories
by other piano pedagogues from the previous generation, including Leschetizky, Matthay and
Breithaupt. He seemed to have encountered soméeprslin trying to apply those theories to

his own playing. According to a letter from Schultz to Gerig:

Despite the fact that my first serious training in piano technique was under the-weight
andrelaxation dogma, | outwitted it and managed somehow tdajeaeconsiderable

octaveand armtechnique duringmyhigge c hool yearsé | Kknew that
elbow were fixed, sometimes very rigidly, during rapid octaves, but | found it impossible

to forgo the musical ef f ectathelseverewhdnthe was
playing was going brilliantlyél began with
pianaplaying | was intent on, he brought me no closer to specific control than | had

been beforeé My two year s whatphbuQlhsdeft me | Fen

still further away from my goal é& Ortmannés
concerning verified facts of joirftxation in good piano playing to find that the whole
relaxation dogma had suddegsmalynusglesne up i n s

governing the first phalanges of the finge
pedagogics of smalthuscles ceordination, | had seen the broken Auiht stroke as the

primary evidence of smathus cl e domi nanceé hgthhkrad an i mpu
Ortmanndéds influence by writin®d in the fiel

Like Ortmann, Schultz emphasizes the movements utilizing levers (joints) and muscles.
He represents a series of |l evers su&fhoraesardérhi n

against upper armdé, and Of ul #¥Intemsof mpauarn st t he

2Gerig, 416.
BGer i g4H .
AUszI|l er, Gordon, Smith, 313.



movement, Schultz emphasized the combinations of muscle sets, especially focuses on the
coordination of small muscles and joints for hands and fingeecsc or di ng t o Geri g,
desirable finger coordination is teenall muscles plus the longflexérs | f t he pul |l of
flexors is greater, the miint of the finger will tend to move up; if the small muscles dominate,
themidj oi nt may br e aksmallmusclesoee Willam 8. Newmanthas

stressed the importance of applying themuscle coordination to the light, rapid passage

wor k found throug®hout Chopinds workso.

®Geri g4584.57



Chapter 2. Applied Movements andSynthesizedM ovements of Seymour Fink

I n the first sMasteringdPianoddchnigube iktrodueslbundarkental
movements. There are sever al similar movement
mentioned in Chapter 1) and Finkds primary mo
second section of the bodlk,0 whiahdmredseas tOAQH
applying the fundamental movements mentioned in the first section to the piano. In the third
section of the book, he discusses 0Synthesize

problems by utilizing the interdon of fingers with hands and arrffs.
Part 1. The influencesof Ortmann and Schultz

Comparatively speaking, Seymour Finkés Oro
twist and a returning supinating twisabhd i s alm
Finkbs oO0forear m pthesameassOr omannésaébbowal mosht m

figure 21 and 12).

®SeymoumMaBkitek,i ng Pi(afor tTlearhd:i qAikgd&uws Press, 1992)



Normal Pronated Supinated

Figure x1. The rotation cycfé

"Fi Ma,st ering Piz2amo Technique,



Horizontal Playing Angle

Figure £2. The forearm push stroke

Figure 13. The forearm push strokeashboard motion: thesable part of the tromborstide

diagonal with pronated arm$.

I n the case of finger joint s-fingeBdtrakevimrt Gor d

realized through the movement of the knuckle joint functioning as the fulcrum of the lever with

BFink, 31.
PXFink, 32.



minimalmov e ment by the mid joint and nail joint,
structure of arching finger with three curved joints. The flat finger stroke is meant for touching

the keyboard with the pulp of the finger as cushion, whereas the durgedstroke is for

touchingthe keyboard withthefingertips3® These abovenentioned stroke motions are also very

similar to Finkés four finger stroke motions.

According to Fink Ortmannsaw himself as an objective scholar, seeking to pin down
the ultimate truths and relationships in movements at the piano. To him, piano technique was not
a personal discovery, but a long term scientific inquiry into general principlparticular, |
was intrigued by Schultzdés theories of hand ar
motion on other parts the hand. His findings suggest a means of expanding the color palate

through the use of subtle variations in todgéh.

With many similaritiedbetween the two, as Schultz drawn heavily from his predecessors,

Ortmann in particular, Schultzés theory puts
than Ortmannos. Il n terms of their influence t
Appl i ed Movements are based on the concept of
Finkbébs finger stroke motions of Applied Movem

book devoted to the-ffhgger svedfotmkgéy sdaoal kaesd da@fn

key perSussiond

O¥Uszler, Godeolm,, Smith, 3
S'Fi rPkr sonal cwintvhe rSeaotnigohnyang Ki m, March 2018.
2Ar nol d Rsicchdulleg zo fs tFhiengPeCrancagyo: The Univers-i8%.o0of Chica



Part 2. Applied Movements
Fink presented five important movements:

T Upper arm -gnddskhRoubdedination with pushing

shoul der

1T Forearm coordination with el bow movement
f Hamdordination with wrist movement

T Thumb coordinknuok!| eviimdv @raeé m

T Finger c¢oor diknnautcikol ne wmotvhe nheanntd

Interestingly, he emphasizes that #pglication of these five movements should begin from
shoulder to finger, whicks opposié towhat manyearlierpedagogues advocate@dmely
movemenfrom fingers tathearm.Instead Fink regards the shoulder girdle as the important

point since it initiates and sustains the all actions from fingers to shd@lder.
Part 2-1. Shoulder Girdle and Upper Arms

To train the shoulder girdle, Fink suggests inFbadamental Movemewff the book
practicing 6arm cycling6é bot-h).Armmcyctingeangeithre and
pianist accustomed to the pulling and lpng of arms in a smooth manner. This motion, as a

coordinatedactionbetween shouldegirdle, upper arm and the elbow, allows the pianist to
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naturally proceed to the next steps such as 0

0 U p fAArenrGravity Drqp s 0 .

Figure 21. Arm Cycling®

Supported by the shoulder girdle, upper arms and their movement come into focus next;
these movements are pivotal to a good piano technique. According to Fink, the pulling arm
legato is the coordinated motion of lateraiswv(and shoulder) circling motion and the single
plane upanddown wrist movements (vertical movements without lateral circling). The lateral
wrist and shoulder circling allow pianists to mdteir arms with smooth and free turning
motion andultimatelyallow themto support various finger patterns that can be organized within
the cycles®He thendividt he pul ling Arm Legato into OProna

Circlesodo -29.see figure 2
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Figure 22. Pulling arm legato: Pronating Circle (tap)d Supinating Circle (bottorif)

Thefigure 22 shows that the direction of the pullbipgonating circle is counter
clockwise for the right hand (clockwise for the left hand). And thelsyegtep progression is the

following (for the right hand):

®Fink, 79, 81.



Theclcéerstarts with thumb on D key (A)

Pulhland and forearm thhwacksealglhaBmeody sl i gh
SI'ide the hand and wrist outw@rd (to the

A

Then move the hand and foreaom apdanbdef or
hand goes to a scooping position (D).

Likewise, the direction of the pullirgupinating circle is clockwise for the right hand

(counterclockwise for the left hand). The progression is the following (for right hand):

1. The circle starts witlarnnd foiprendnmgerxdtmnle

post Wne
2. Pull the hand and forearm backward (towar
3.Slide the hand and wrist inward (to the

4. Themove the hand and for &arrme aipy atnad o toarwa
cycle again (D).

The following step is the 6Pushing Arm Str
shoulders and moves the upper arms forward. Afteingaykey with thelhiumb, pianists need

to pushtheir hand and forearmaforward which slide in haHcircular motion (see figure-3).
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Figure 23. Pushing Arm Strok¥.

Next, Fink mesatrmogs avheéeyoUdppefa@rtiondféeghed e s cr i
pulling armcycle (seefigure2) combi ned with free fallé There
coordination: a lowwrist formand a highwr i st f or mé Bot h require tha
freely released in the shoulders and that they be close to theé¥ddys motion is somehat
the opposite of the &édpushing arm stroked: Ver
stroke is O6from |l ow to highd and horizontally
low wristupperar m gravity dropwdoweasl &®f rom Ipiigmot @ ol

2-4).
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Preparation Landing Wrist recoil

Figure 24. Upperarm gravity drop with low wrists positidh

Preparation Landing Wrist recoil

Figure 25. Upperarm gravity drop with high wrists positidf.

Fink also provides a high wrist version of the uppgen gravity drop. This high mst
motion requires more muscular contraction of the large back muscles to speed the pulling of the

upper arm. On the vertical plane, the motion of the hand islbigthigh, while on the

¥Fink, 87.
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horizontal plane, the motion is piabhody-piano (see figure-8). Both versions require the

wristodéds up and down movement as well we the

Within the 6Upper arms and Shoulder girdle
motion called O6Supi nat &dEvénithouglepuling éarlegatoc hes 6 (s
motion is very serviceable to pianists in many piano techniques such as scales and chords,
broken chords passages (or arpeggio passages including rolling passage®)g large spaces
bet ween fingers can stildt rbet cahead d eingimagsi diaélul
but it is closely associated with the o6pullin
not need any finger stretch for scales, compact rotation patternsatdlsdmpact tremolos)
and compactlbcked and broken chasdas its circular movement pattern has already given the
pianists enough movement to play these musical elements with comfort and ease. With supinated
finger stretches alone, but no pulling arm legato motion, these passages beiterdifigult,
becausehere is a limit in the stretchable distance between the second, third, fourth and fifth
fingers. Thus, pianists need the coordinated motion which combines pulling arm legato and

supinated finger stretch to play music that reqlaege spaces between the fingers.



Finger Abduction Finger Flextion

Figure 26. Supinated finger stretch&s.
Part 2-2. Forearms

The next movement category concerns the forearms. These movements are based on
forearm strokes while taking advantage of the drop motion. The upper arms and elbows move in
very small motions, but they provide support for the forearms which can thereferéhkav
natural free drop motion, in which the elbow joint acts as the fulcrum of the lever. Fink further
divides the forearms movements into t-hree typ

Correspondenced, OLateral FosRebroounSksiép.6 and 6
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A. Extended position B. Palm position C. Claw position

Figure 27. Three primary hand positions, Balm position.

According to Fink, Aln this fundamental ex
positioned fingers (see figure7) that are optimally arranged with respect to the hands am&l ar
| use the terncorrespondenct denote this alignment. When a finger is in correspondence at a
particular place on the keyboard, the finger, hand, and arm are so arranged as to give the finger
its maximum strength (see figureB2and 29 )*’Here,thed f or ear m pushgaing str o
figure:2) , especi al |l y t-vmashboartl motié@(the usable past bfthe t r o k e
tromboneslide diagonal with pronated arms) (seginfigure 1-3) is the foundation of the
6f or ear m b o unisienfrtant that ehereighbaringlfirigers (which do not play)
need to support the finger that lands on the key. For example, when you are using the index
finger, your thumb and middle finger should be pressed against the index finger for additional
support. Withneighboring fingesupport, the finger stroking dhe keyboard can become more

powerful. Anotheimportant point of this movemeshould be made hergthatthe alignment

“2Fink, 96.



between fingers and elbowhkould be maintaineoly using rotation techniquéhge noment when
you drop your forearm, the horizontal direction of the movement of forearm should be a little bit

pronated (tahebody) but the elbow shouklsomovea little againstthe body).

AALL AN

A. Preparation B. Landing

Figure 28. Forward diagonal patch of the forearm strbke.
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A. Second Finger B. Third Finger

Tk

C. Fourth Finger D. Fifth Finger

Figure 29. Fingers in palm and correspondence posttion.
In Finkds analysis, the followindg®three st

1. Adjust wrists slightly to the inside to c
(hands abduct) .

2. Adjuststwr vertically to align your straigtl

“Fink, 97.
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of the stroke.

3. Pronate arms sufficiently to position fin
move away from your body adding an out war
srtoke.

The oOLater al Forearm Skipd mot isgeakingas i n es
pianist needs to apply the OFor e speakinBheunce on
upper arm helps the lateral movement of the forearm. Thatistb say, e ar més hor i zont
movement stems from the motion of the upper a
Skipd the pianist should use a coordinated mo

and oOoLateral MboQ)iton (see figure 2

Abduction (Blue) and Addduction (Red)

Figure 210. Lateral motiorarm abduction: the basis for moving sideways at the keydbard.

The oO6Later al Motiond Iis a fundament al mot i
and close (Adduction) the distance of both elbow and upper arnilieoody. Inwide leaps
when the distance dfieupper arm (and elbow) is very clogethebody, it is not easy to play

sinceforearmcan only be usedithin the horizontal angle dheelbow.

%Fink, 33.



The | ast motion in the forearms npsvement ce&
Reboundsd. This motion is a goodlletheA ci se f or
motioninfigure211 i s t he al most same as tédxeeptidatHtor ear m
does not require a strict alignment. The B motion is likeallrepeated e r si on of t he 0
Bounce on Rboumingdrormkgyboard@. For this exercise, Fink suggests the use of
rhythmic patterns (see figurel2). The first note of each rhythm begins with the stroke motion,

but the following notes shoulkkb pl ayed with &édreboundd moti on.

| .

A. Preparation B. Stroke C. Rebounding contact point

Figure 211. Forearm gravity drepebounding positiofi/
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Figure 212. Rhythmic exercise routine for reboundffg.
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Part 2-3. Hands

Hand movements are achieved by the coordinated movements of the wrist. Just as the
elbow phys the role of the fulcrum in forearm movements, the wrist functions as the fulcrum of
the |l ever to make the hand move. This categor
6Scoop Chordsé. 6éHand Bounced motiwhile i s based

60 Sc oo p n@tion isadcgoddinated motion with both vertical and horizontal movements.

Li ke OForear#ReBGoawnidsy, Dtthes 6Hand Bounced i
Because the 0Fo4Re &0 mn 8atbhéws (lasge joillts corgeting forearms
and uppefarms) as the fulcrum, it is difficult to achieve a fast speleen repeatingne note
repetition, octavaepetition andchord e pet i ti on. On the other hand,
permits the pianist to play the repetitionsaifaster tempo because in this motion the wrists
support only the hands, which are lighter thaforearmsdue tohaving smaller muscleés a
consequence, wrists can react faster than elbows in rebounds. For this motion, Fink argues that
the high wristposition can make the rebounding movement easy and free. The drop motion and
rebound motion derive from the -I8)andthesdfop verti c
motion should be executed as a ffaing motion. When the hands retract from thghbard,

the hands do not have to lift higher than wrists.



Figure 213. Hand bounc®,

The 6Scoop Chords6 mot i onwithfasttammpo)aswelras i s e f

chords in general and i s -I8Jahesdwristsmed o hekepd in
low position and the fingers should stay on keyboard prepared, anthé&teands scoop the

keyboard witha sharp and quick stroking motion.
Part 2-4. Thumbs

The thumb is the only finger which is capable of both vertical and horizootaments.

Thumbs also have a mjdint and na#joint, but unlike the other fingers which have knuckle

SCO0O

joints, thumbs are linked to the side of the palm through palm knuckles. As a result, the thumb

®Finkel 0



