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About the Author 

 

Graham Fitch, based in London, maintains an international career not only as a pianist, but also as a teacher, 

adjudicator, lecturer, writer and commentator on piano playing. He is a regular contributor to Pianist Magazine and 

has many video demonstrations on the magazine’s YouTube channel. Graham has also written teaching notes for 

Trinity College London’s Raise the Bar and for the advanced grades for the new syllabus.  

Running a very busy private practice in London, Graham counts among his long-term students Daniel Grimwood, 

James Baillieu, and Gemma Webster along with many others active in the profession. In addition to teaching talented 

youngsters, tertiary level piano students and working with piano teachers, Graham is very interested in helping 

amateur pianists develop their playing. Graham is also a principal tutor on The Piano Teachers’ Course UK and a 

tutor at the Summer School for Pianists. He gives regular courses at Jackdaws and Finchcocks in the UK, as well as in 

France and Switzerland.  

Graham writes regularly on his popular blog, www.practisingthepiano.com and his Practising the Piano multimedia 

eBook series has found wide acclaim with readers in over 70 countries. Building on his eBook series and blog, his 

subscription website, the Practising the Piano Online Academy features a constantly growing library of over 300 

articles, thousands of musical excerpts and hundreds of videos on topics including practising, piano technique and 

performing from leading experts. 

 

Visit www.practisingthepiano.com to view Graham’s blog or for more information on the Practising the Piano eBook 

series and Online Academy. Details of special offers on subscriptions, eBooks and Annotated Study Editions can also 

be found at  https://practisingthepiano.com/offers. 

 

http://www.practisingthepiano.com/
http://www.practisingthepiano.com/
http://www.practisingthepiano.com/offers
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Practising the Piano Multimedia eBook Series 
 

Practising the Piano is an interactive, multimedia eBook series which shows you exactly what you need to do to get 

the most out of your practice time. It will equip you with specific tools to help you every step of the way and will give 

you concrete skills to learn pieces, solve problems, memorise, and much more! 

Features 

In addition to being an indispensable guide to playing the piano, the eBook series goes beyond the capabilities of a 

print publication by featuring: 

• Hundreds of video demonstrations and audio clips  

• Downloadable file and printable charts 

• Numerous score excerpts and musical examples  

Series publications 

Part 1 – Practice Strategies and Approaches 

Practising the Piano Part 1 is a foundation course on practice methodology and shows you how to organise your 

practice sessions for maximum effect, enabling you to learn new pieces quickly and efficiently.  

Part 2 – Mastering Piano Technique 

Practising the Piano Part 2 provides a comprehensive treatise on the subject of piano technique with video 

demonstrations and exercises accompanied by manuscript showing exactly how to overcome technical difficulties 

with skill and panache.  

Part 3 – Scales and Arpeggios 

Practising the Piano Part 3 is a comprehensive guide to scales and arpeggios. It features numerous video 

demonstrations, exercises, practice suggestions, resources and interactive tools to make this essential part of a 

practice regime effective, interesting and fun.  

Part 4 Practising for Performance 

Practising the Piano Part 4 focusses on the art of performance. It draws upon powerful practise strategies and 

techniques used by elite sportsmen and women to help you combat anxiety and to deliver performances that reflect 

your full potential.  

 

Visit www.practisingthepiano.com for more information on the Practising the Piano eBook series or 

https://practisingthepiano.com/offers for details of special offers on Practising the Piano Online Academy subscriptions, 

eBooks and Annotated Study Editions. 

http://www.practisingthepiano.com/
http://www.practisingthepiano.com/offers
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Practising the Piano Online Academy 

The Practising the Piano Online Academy is the ultimate online resource for mastering the piano. It features 

a constantly growing library of over 300 articles, thousands of musical excerpts and hundreds of videos on topics 

including practising, learning pieces, piano technique and performing from leading experts. Aimed at piano teachers 

and pianists, it will transform the way you approach playing or teaching the piano! 

What people say about the Online Academy 

“The Online Academy is packed with information which simply wasn't available to me despite majoring in piano 

performance at university. Graham's articles on pedaling and Penelope Roskell's approach to healthy playing are just some 

of the resources I wish I had access to!”  

— Amateur pianist 

As a piano teacher I am always wanting to improve both my teaching content but also my own personal growth. Being 

incredibly busy as so many of us are, I don't have time to take private lessons myself so this is an absolute Godsend for me. 

Thank you for all of your hard work. You've definitely filled a niche! 

— Piano teacher 

The Online Academy is a wonderful source to go to in times of confusion, it encourages you to think about new ways of 

study, supports your interest in all things piano and is full of exciting general information about the world of music. Thank 

you all so much for the work and dedication that goes into this brilliant resource! 

— Conservatory student 

I really needed the inspiration and knowledge and guidance i have received from the academy. I cannot emphasise enough 

how much I have learned, enjoyed and been inspired by the Online Academy.    

— Adult amateur 

The most professional piano related site I've found to date!   

— University professor 

The Academy is a treasure trove of enormously helpful material thoughtfully presented by excellent teachers and pianists. 

Thank you so much for this stellar resource and your willingness to listen to user feedback!  

— Adult beginner 

 

 

Visit www.practisingthepiano.com for more information on the Practising the Piano Online Academy or 

https://practisingthepiano.com/offers for details of special offers on Online Academy subscriptions, eBooks and 

Annotated Study Editions. 

http://www.practisingthepiano.com/
http://www.practisingthepiano.com/offers
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Practising the Piano Annotated Study Editions 
 

Inspired by Alfred Cortot’s editions, our series of Annotated Study Editions will provide scores for popular pieces with 

annotations, fingering, footnotes and links to multimedia resources. Drawing on material from the Practising the 

Piano Online Academy and Multimedia eBook series, these scores will show you the best way to go about learning a 

piece and tackling its associated challenges!  

Visit www.practisingthepiano.com for further information and other publications in this series or visit 

https://practisingthepiano.com/offers for details of special offers on Practising the Piano Online Academy subscriptions, 

eBooks and Annotated Study Editions. 

  

From the Ground Up 

 

From the Ground Up is a series devoted to learning individual pieces using outlines and reduced scores that help you 

to practise more effectively, memorise more consciously, and interpret music more creatively. Each From the Ground 

Up edition starts with a reduced score or foundation which reveals the essential structure of the music. Detail is then 

added in layers through successive scores thus enabling learning a piece from the ground up rather than the top 

down.  

From the Ground Up is available online via an Online Academy subscription or as individual downloadable editions 

from our store. Visit https://practisingthepiano.com/offers for details of special offers on Practising the Piano Online 

Academy subscriptions and From the Ground Up editions. 

http://www.practisingthepiano.com/
http://www.practisingthepiano.com/offers
http://www.practisingthepiano.com/offers
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Practice Strategies and Approaches 

Introduction 

Over the past few years in my teaching, I have found myself repeating what I consider a truism about piano 

practising. It is simply this: 

The various practice tools we use for learning a piece in the first place need to be repeated very regularly in the early 

stages of learning and are often the same tools we need to use on an ongoing basis for maintenance and upkeep. 

Slow practice is a good example of this. 

There are some instances where a word of instruction can cause the playing to change immediately, but there are 

plenty of other occasions when we need to go into training to achieve a certain intended result. This is rather like a 

course of medication, one pill will probably not make that much difference – it is the cumulative effect of the whole 

course that counts.  

Another analogy is that of a gardener. If I am planning a new garden, I will first need to have a vision of how I want 

the thing to look when it is finished. Then I will need to prepare the soil, which will probably involve a bit of spade 

work and some hard graft. Now, the real gardener will tell you that all this is part and parcel of it, taking pleasure in 

all the stages from start to finish. There is a certain amount of patience needed to delay gratification and not to 

skimp on the first stages. If I don’t fertilise my soil, aerate it, add worms to it or whatever else gardeners must do, I 

can’t expect my plants and flowers to blossom, grow and withstand the frosts and hardships of winter. So when I 

outline a specific practising activity, I also underscore the importance of doing this type of work daily with full 

concentration, resisting the overwhelming temptation to finish off the practising session by playing the piece at full 

speed. This can immediately wipe out the benefits of the careful practising, in one fell swoop. Have other pieces to 

play through. 

 

Having put my seedlings in the soil, I will need to feed and water them daily, and protect the ground from pests, 

trusting that if I do this patiently, they will have the best chance to sprout and grow. Once the garden is in full bloom, 

it will take regular weeding and pruning to keep it that way. So it is with our playing of a particular piece, no matter 

how long we have known it or how many times we have performed it. 

In this volume, I first discuss how to optimise the time we set aside for daily practising (Chapter One), before 

describing and illustrating the various practice tools one by one. As with any tool, you have to know how and when to 

use it. You will be able to apply the tools in the following chapters to every piece you undertake, no matter what 

grade or level of pieces you are playing. If you use the tools correctly, you will be practising with consummate skill, 

efficiency and effectiveness, and will notice significant progress. It is said that success breeds success; because your 

progress will be tangible, practising will become infinitely more satisfying and enjoyable! 
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Building Firm Foundations   

A mañana attitude to learning a piece properly may give us some instant pleasure, but it creates the weakest of 

foundations, especially if we have any aspirations to perform it at any point in the future. If we allow ourselves 

repeated attempts at guessing those passages we don’t have the patience to work out thoroughly, or glossing over 

others where our random fingering is clearly not working, we can expect a shoddy end result no matter how much 

time we put in later. By then it is often too late.  

Just think how much time, energy and money has been spent on propping up the Leaning Tower of Pisa over the 

years. When an engineer designs a building, he has to give as much consideration to the parts you don’t see, 

especially the foundations, as to the visible edifice. In the building process, the foundations can take a long time to 

prepare, but no builder worthy of his reputation would stint on this crucial stage. Inadequate foundations will 

inevitably cause costly problems. Good practice habits not only enable us to feel good about our work and about our 

playing, but also allow a secure structure to emerge, one which can withstand the forces of nature from nerves to 

noisy audiences. 

A late esteemed colleague who had amazing sight reading skills once told me he never read through a new piece he 

was about to learn more than once. It was just too risky for him: on a second reading he would already be forming 

habits that would hinder him in preparing the finished version. These might be sloppy fingering, sketching roughly 

(rather than etching in fine detail) accompanimental figuration, or even learned-in wrong notes. Yes, practice makes 

permanent and habits are formed alarmingly quickly. Let’s make sure they are good habits rather than bad ones. 

 

Here are the six key steps for building strong foundations. These are essential when you are learning a new piece: 

1. Work out a fingering that makes sense for your hand. Make the commitment to stick with it.  

2. Make a conscious decision to practise slowly for a fixed period of time, conscientiously resisting the urge to 

breeze through at speed.  

3. Take each hand alone until you can play it fluently.  

4. Make sure that you never learn any wrong notes or wrong rhythms. If you never practise any, why should 

you play any? 

5. Consider each and every note and sound before going for the big gestures. 

6. Practise loud passages softly, to retain quality of sound and physical ease. 

Quarantining 

These foundations might not be put to the test in our practice room, but any weaknesses or faults will be revealed in 

a pressurised performance situation. A chain is only as strong as its weakest link. If you take a chain and pull hard 

enough on it, it will snap at the point of least resistance. Weak links in our knowledge of a piece demand careful 

attention, and a failure to do so risks an accident or even a total breakdown. 
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Very early on in our learning, we need to identify and isolate those places in our playing that trip us up, and mark 

these in the score. I like to put a square bracket, or a box, round the notes in question - it might be a bar, a few bars 

or a few notes. Be sure to add at least a note or two before the problem area and one or two after it, to incorporate 

the trouble spot neatly into its surroundings. Analyse exactly what the problem is and where the problem starts. In 

addition to the bracket, you might want to mark the score in with a reminder about what you need to do ("LH jump" 

or "3 on G sharp", for example). When you're practising this excerpt, make sure to play only the notes you have 

decided on, and resist the sometimes overwhelming temptation to go on if you have managed it to your satisfaction. 

In other words, preface the weak link with a moment of silence while you focus your mind, and another moment of 

silence afterwards while you reflect on your results. 

 

Have a list of these problem areas in your practice diary and put them in quarantine for a week. Think of this as 

something like an intensive care unit in the hospital for patients who need constant supervision for a while until they 

are strong enough to return to everyday life. You should attend to each of these excerpts before you practise the 

piece in question, and also in between other pieces and activities in your diary. How about using commercial breaks 

in your favourite TV show to check up on one or two of your patients? Pop your head around the door and offer a 

tiny dose of TLC. This might mean simply playing the excerpt very slowly a couple of times before leaving it alone 

again. 

 TIP: To help you play only the notes in the square bracket (and not a single note extra!), take a sheet of paper the 

size of a page of your score, and cut out a window so that only the excerpt is visible. You can do this for each page, 

and remove it once you are satisfied that your weak link has reached full strength. 
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Quarantine becomes a designated practice activity distinct from work on any particular piece, since it embraces 

trouble spots from other pieces too. We can include especially problematic sections of pieces we’re about to study, 

to get a head start on them. A student just about to start learning the G minor Ballade of Chopin asked me how best 

to approach the piece. Since he already knows the music extremely well, I suggested starting work on the section 

beginning in bar 106 (paying special attention to the LH), and the E flat waltz section, from bar 138. In addition to 

these two spots, I also advised doing some detailed work on the coda. He put in a couple of weeks serious practice 

solely on these areas from this work before starting at the beginning. 

The benefit of working at quarantine spots before starting from the beginning is the difficult spots get a lot more 

individual attention, time and energy than other places. The pay-off is you are able to solve those problems quickly 

and efficiently, leading to a noticeable saving of time in the learning process and a much stronger result.  

The Four Stages of Competence 

Learning a new skill is a process that may take time and patience. The Four States of Competence, provides us with 

an outline of the four psychological stages through which we pass before acquiring a new skill: 

1. Unconscious Incompetence (The Novice) - we don’t know that we don’t know. This might manifest in an 

overly confident attitude, thinking that can't be all that hard or that it won't take long to master. We are 

blissfully ignorant of what is really involved.  

2. Conscious Incompetence (The Apprentice) - we know that we don’t know. “Ah! This is much harder than I 

thought. I’m not sure I can accomplish this.” Motivation and encouragement are often needed at this stage of 

learning as this is where it is easy to give up. 

3. Conscious competence (The Journeyman) - we know that we know. This is the stage that lasts the longest. It 

still feels difficult and awkward, and yet we believe that, after much more work, we will reach our goal. We are 

constantly striving for the right tools for the job, slowly chipping away at problems and challenges. 

4. Unconscious competence (The Master) - we don’t know that we know. At this stage, we can play our piece 

with no conscious thought. It feels easy, and we often wonder why we ever struggled. We are on autopilot, 

and can take risks or go with the flow. 

It is easy to be conned by the exhilaration of the final stage, and to feel that this is the end of the road. After all, after 

so much work and such a great achievement, this piece is surely done and dusted, and will remain on tap whenever 

we want it? Unfortunately this is not the case. We will need to return to Stage 3 constantly, taking out sections for 

conscious practice and then reintegrating them back into the playing. It is rather like tinkering under the bonnet of a 

car to check and double-check its workings, even though the car seemed roadworthy on our last drive. 

Returning to Stage 3 will require us to evaluate our playing. I cover this in detail in a following chapter, but here are 

some examples of questions we might ask ourselves:   

• Did I play the right notes? 

• Did I play rhythmically? 

• Did I follow the composer’s directions? 

• Did I succeed in using the fingering I had previously decided chosen? 

http://www.dfp.informance.biz/content/asset/jel157027e7a
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• Did it sound good? Did I play evenly, beautifully and expressively, with the sound that I had imagined before I 

started? 

• Did it feel good? Did I manage to achieve the intended result without physical tension, yet with a sense of 

mastery and enjoyment? 

These questions can become more and more refined or detailed to address interpretive aspects such as pedal, tone, 

touch, and so on. The rule is always listen, always evaluate. 

Practising for Maintenance 

Even when we have reached conscious or unconscious competence, we will still need to practise using sections plus 

repetition, as well as other practice tools. For example, practising techniques such as The Three S’s (covered in later 

chapters) are for pianists at every stage of competence. We should use them to: 

• Build the piece in the first place. 

• Strengthen and reinforce it, making it performance-worthy. 

• Maintain the piece while working on it. 

• Revive pieces that we have not played for some time. 

 

Maintaining a piece after we feel we have mastered it is rather like looking after a brand new car from the showroom. 

It is shiny, the tanks are full of oil and petrol, and the engine is finely tuned. Yet after a few kilometers on the road, 

there will be bugs on the windscreen, the petrol tank will need refilling, the engine calibrating, and more. So it is with 

a piece, even after we have reached Stage 4. We need to tinker, tweak, and toil to keep our playing in showroom 

condition. Playing is like spending, practising like investing. 

REMEMBER: Forming a habit involves repeating something over a number of days. There will be no tangible results 

from playing it just once or twice 

Practising versus Performing 

When we perform, we need to respond on many different levels: emotionally, physically, even viscerally. We need to 

get into character and fully live the music on stage, and in this process there is room for spontaneity and magic! 

Heaven forbid that when onstage, we are thinking about what notes come next, the position of our elbow in bar 6, or 

how to voice a chord in a particular way. If we have done our work in the practice room, we have earned the right to 

allow it all to happen. The trick is to trust ourselves, to let go of fear or self-consciousness, and to fully embrace the 

occasion. This is not always easy. 

Effective practice demands time, energy and discipline, seriousness of purpose, and an almost religious attitude to 

the work. But if we take this on to the stage with us, we are likely to bore the pants off our audience. We need a 

sense of derring-do, spontaneity, bravado and display in its place. 

I have made a short list of some of the contrasting states of mind required for successful practising and performing. I 

am sure you can add more of your own. 
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We will want to use a wide dynamic range for most music as well as the full gamut of expression. In order to project 

the music outwards to an audience, we will need to exaggerate all of this slightly. We need to produce a 

true pianissimo and a huge fortissimo, and everything in between. As soon as we begin a performance, we make a 

commitment to complete the whole journey, no matter what might happen. We create an unerring arch from 

beginning to end, and in order to perform successfully we need to leave our inner judges in the green room along 

with our critical mind. 

During our practising, however, we will very often not want to play at performance speeds with the full range of 

dynamics and emotional involvement. In our practising, when we are concerned with other issues, we need to go 

through the motions thoughtfully, cool-headedly, and with detachment, not impulsively.  

PERFORMING PRACTISING 

Non-stop, come what may Frequent, deliberate stops 

Carefree, with a quality of panache and abandon - 

impulsive and spontaneous 

Careful, thoughtful, considering 

 

Predominantly right brain  Predominantly left brain 

Full range of dynamics Dynamics sometimes smoothed out or suggested 

Full range of emotion Emotionally detached 

Fully engaged, passionate Cool-headed 

Feeling Thinking 

Marking, or Mapping Out 

When we are learning a piece, or running through a programme to test memory or endurance, it is often 

unnecessary and unhelpful to play with full emotional and dynamic range. During the early 1980s I was fortunate 

enough to have some private lessons with András Schiff, and on one occasion as I was walking from the elevator in 

his building to the front door, I overhead him practising extremely softly. When I asked him about it, he told me he 

never practised loudly, always softly, saving the big playing for the concert hall. A busy performing artist of Schiff’s 

international calibre would have plenty of opportunities to play out, projecting a performance into a big hall. Most of 

us are not in this position and will need to make a decision about when, in our practice room, we play with the full 

dynamic and emotional range and when we mark a piece. For a singer, marking means singing the notes lightly, sotto 

voce, without straining the throat muscles. For an actor, it might mean speaking the lines without full emotional 

content. Marking is going through the motions. 

Marking practice for the pianist looks a bit like this: 

• Fast pieces are played somewhat under the tempo, and slow pieces somewhat above the tempo. 

• Dynamic levels are brought way down into the softer ranges, fortes and above are suggested rather than 

literally presented, and crescendo/diminuendo effects are smoothed out. 

• The full emotional range of the piece exists more in the head than in the sounds produced. 

The benefits of this are that: 

• we save ourselves for the performance. 

• we reduce the risk of injury, such as RSI. 

• we are fully engaged and mindful, deeply aware of what we are doing. 

• we are engrossed in a gratifying process, listening acutely. 
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Acute Listening  

I often notice a tendency in loud passages for inflection and tone quality to disappear from the playing. Each note 

comes out equally loud like a series of detonations, and subtleties of timing are lost. But this should not be the case! 

Unless the music is describing something robotic or mechanical, this type of sound is ugly and unmusical. I think of 

the parallels with speech: when an actor practices his lines he does not always project them as he would in 

performance, but when delivering his lines loudly he will still inflect them with a variety of emphases and timings.   

By practising softly we can respond to shadings, tonal balances, timings and refinements of phrasing. We can really 

listen to the quality of our sound. A residue of this remains when we play at full voice. Were we to practise loud 

passages always loudly, we would dull our ear to these possibilities.  

Practising loudly is a bit like a drug - we soon reach a level of tolerance and need more to achieve the same effect. 

The playing then gets louder and louder, and rougher and rougher without us even knowing it. I suggest practising 

softly about 80% of the time. When we then allow ourselves the luxury of playing at the correct dynamic level, it will 

be effortless! 

Incidentally, practising on the Clavichord always used to be favoured by pianists (Mozart in particular). Because the 

sound is extremely soft, it forces you to listen much more attentively and to develop a more sensitive touch. When 

you go back to the piano, you are able to hear much more acutely. 

If you want someone to really listen to you, whisper! By practising softly, we are able to hear more. 

Cleaning a Performance 

Someone once said to me “As long as you are trying to do something, you are not actually doing it”, and this 

resonated with me. When we first start working on a new piece, there is certainly an element of striving. We 

desperately want our fingers to obey our vision of the music, to reproduce the ideal we have in our imagination. I 

would even go so far as to call this a yearning, and this is what spurs us on.  

A downside of this is overkill in performance. In other words, rather than allowing the music to speak naturally, the 

player carries this sense of effort and striving onto the stage. It is imperative to maintain an air of detachment, even 

in the most dramatic music. If we have put in the work, there has to come a time when we let go of the reins and 

allow the music to take flight. Think of the actor who, every night of the week, has to play a role that demands a 

portrayal of intense rage or another strong emotion. Clearly the actor can’t be enraged on cue, but rather he learns 

to evoke that feeling of rage. This is an example of artful detachment that the music has to be able to do onstage. 

For most, this is much easier said than done. After all, how often do we walk onto the concert platform feeling totally 

satisfied that we have put in enough practice hours and covered all our bases? Given that we are constantly striving 

for perfection, a piece will always feel like work in progress, but we must learn to let go of effort in performance, and 

trust ourselves. 

I once sat in on a class given by Leon Fleisher in which he was helping a student who was struggling with overkill to 

regain a necessary sense of perspective and detachment in her performance. She was physically contorted and 

trying too hard to express what she really felt about the music. What resulted was a kind of tug-of-war in which 

opposing forces cancelled each other out. It was as though she were suffocating herself – and the music – by a 

sincere desire to do it justice, not trusting that, she could let go and allow the playing, and the music, to speak for 

themselves. Playing seemed to be inextricably linked with effort. 

Mr. Fleisher’s process was beautiful. He asked the student to play the opening of her piece again, now completely in 

time and without rubato but - and this was the genius of it – not mechanically or as though playing with the 

metronome. She was asked to play with good sound, good tonal balance, an awareness of the louds and the softs, 

the peaks and the troughs, but without becoming overly involved in the emotions evoked by the music. It seemed to 

me that he was asking her to sit outside of herself and do something akin to humming it. As she did this – with great 

ease and a sense of relief, it seemed– there was a smile of recognition and satisfaction. Then, he invited her to replay 

it, which she did freely and beautifully. Until the make-up had been stripped off, she had not realised just how much 

she was distorting the music.  

  

http://www.dfp.informance.biz/content/asset/812o5714dc11
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Organising a Practice Session 

Introduction 

Time always seems to be at a premium. There are so many demands on our time, and there never seems to be 

enough hours in the day to fit in as much practice as we want. If you are a serious student of piano, compare the 

amount of time you spend receiving instruction (typically one hour per week) to the amount of time you spend 

practising. If you practise an average of two hours a day, that means 14 hours of work for each hour with your 

teacher; four hours a day makes 28 hours of practice for each hour of tuition. 

It is clear from these figures that you need to know exactly how to make the best use of the time you allocate to your 

work day by day. In this chapter, I outline various tools and strategies for making the very best use of the time you 

have, to maximise its effectiveness. If you approach your practising in a methodical and organised way, you will 

notice vastly improved results. 

Time Management  

There are two useful principles from the field of time management that we can apply to our practising: the Pareto 

Principle and Parkinson's Law. 

The Pareto Principle 

The Pareto Principle, or the 80-20 Rule, is named after Italian economist Vilfredo Pareto, who had a eureka moment 

when he made two seemingly unrelated observations. In 1906, he noticed that 80% of the land in Italy was owned by 

20% of the population, and that 80% of the peas in his garden came from 20% of the pea pods! This principle is 

widely used in business and time management, and is very useful to bear in mind in relation to practising the piano. 

The important point is that 80% of our results will come from 20% of our efforts. A small proportion of our practising 

is actually responsible for most of our results. The difficulty is knowing how to identify the most important 20%: we 

need to work out where the largest gains can be made, and focus our efforts there. 

REMEMBER: You can sit at the piano for hours and achieve little, or half an hour and make great 

strides. 

Getting the Most from Your Practice Time 

Not everything we do in our practice session is equally important. We should reflect this by devoting the most time 

to the most important activities, and knowing when we have done enough! Spending 30 minutes practising 

something, rather than 15 minutes, does not mean twice the benefit. It might only take 15 minutes to achieve the 

result we need. Repeating a section three times might produce a good result, but practising it 30 times will not 

improve this result tenfold. Instead, it might lead to the adverse effects of The Law of Diminishing Returns, or even 

The Law of Negative Returns. There will come a time when these extra repetitions will have a detrimental effect. 

Prioritise exactly what is important in every practice session, rather than wasting time going over parts you know or 

can play well, just for the gratification. How many repetitions are necessary? 

TIP: Three repetitions done with total concentration and involvement of the critical faculties will yield considerably 

better results than countless mechanical repetitions where the mind is somewhere else. Plus, you’ll save a lot of 

time! 

Negative Practising 

In day-to-day life, we repeat certain ways of doing things until they become habits - until we become unconscious of 

them and do them without thinking (and without needing to think about them). It is said that good habits are hard to 

form and yet easy to break, while bad habits are easy to form and yet hard to break. How true! It often amazes me 

how easily we forget that what we do regularly in our practising is bound to show up in our playing! That, surely, is 

the whole point. If you hack away at a passage, finally getting it right on the eighth attempt, what you have actually 

http://www.dfp.informance.biz/content/asset/6sdc57027e79
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practised is getting it wrong seven times and right only once. What, then, are the chances of getting it right - and right 

first time - when you are in a stressful performing situation such as an examination? 

REMEMBER: If you repeatedly play wrong notes, faulty rhythms or use slapdash fingerings in your practising, you 

will find it next to impossible to correct these later. A stitch in time really does save nine! 

Work Smart, Not Hard 

Nobody has unlimited time to sit at the piano practising all day. We have to remember that music, and our piano 

playing, is a part of life, and there are other aspects of life which are vital in creating balance. Spending quality time 

with friends and family, exercising, and relaxing are all critical to being a rounded human being.  

We also need to factor in the risks of over-extending our bodies at the instrument. Issues like Repetitive Strain Injury, 

tendonitis and other health problems are a grave possibility if we don’t keep all aspects of our life in proportion. 

If we want to implement the Pareto Principle into our practising, we need to bear the following in mind: 

The Important 20% 

Deal first, as a priority, with any weaknesses that get in the way of your strengths. This might be a specific technical 

problem that needs addressing, a passage in a piece that you have been skimming over, or a particular skill such as 

sight reading. This will be the important 20% for you. 

Using Parkinson’s Law 

If practising were an exact science and we were machines, perhaps we could guarantee the perfect performance. I 

wonder how often any of us can walk onto the concert platform or into the examination room feeling totally 

confident that we have done enough practice, that we have covered all our bases. There is always that nagging 

feeling that we could have done more, or that with a few more days to prepare, we’d be fine. However, as the Pareto 

Principle illustrated, more practice time does not necessarily mean an increase in our skill or our degree of 

preparation. We need to trust that, if we have done the right sort of work according to a manageable schedule, we 

have done all that is humanly possible to produce the goods on any given day. 

Parkinson’s Law is another principle we can draw on in our practice. It was coined by public administrator Cyril 

Northcote Parkinson in a 1955 essay for The Economist: 

“Work expands so as to fill the time available for its completion.” 

If you allow six months to complete a project, it will take six months to complete. If you decide to do it in three 

months, it will take three months! Setting a deadline focuses the mind and changes the way we learn and practise. If 

we have a fixed time frame to achieve a goal, whether that goal is one component of one practice session, or 

learning and performing a piece from scratch, our mind will tend to focus our energies on achieving this. By making 

the decision, we are stating an intention and then committing ourselves to what it will take to get it done. This means 

that we are more likely to be successful at completing the task within the given time frame than if we had a more 

flexible attitude. 

I was once asked to step in for a sick colleague and play a concerto in a charity concert. I took the phone call on the 

Thursday, and the concert was the following Tuesday. I don’t know what possessed me to agree, as I had not played 

the work in many years and I had a full day’s teaching on Friday and Monday, as well as Saturday morning, but I did, 

and immediately found myself needing to structure what little practice time I had. I knew that I had to do exactly 

what was necessary, without wasting a minute of valuable preparation time. As it turned out, the concert was a great 

success: I had managed to achieve in a few short days what would probably have occupied much more of my time 

under normal conditions - almost certainly more than would have been necessary. 

Setting Deadlines 

It is extremely helpful to set a series of deadlines for learning a piece. You might want to keep a chart in the front of 

the score so that you can monitor your progress and keep a record of your play-throughs and performances. Click 

here for a chart to print off and use for this. 

http://www.dfp.informance.biz/content/asset/3rsm57027e79
http://www.dfp.informance.biz/content/asset/oqkx5714dd5b
http://www.dfp.informance.biz/content/asset/oqkx5714dd5b
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I recommend deciding at the outset exactly when you are going to play the first run-through for yourself in your own 

practice room. Write this date down as a commitment in your diary, and stick to it! We can always find excuses, which 

may feel like genuine reasons why we need a couple of extra days of practice, but we need to ignore them and hold 

fast to our decision. It is likely to feel uncomfortable as we play through a piece for the first time, and all sorts of 

mistakes are likely to occur, including mistakes that we thought we had corrected, or fingerings we had hoped were 

now familiar. Don’t worry: this is all part of the process. If you want to enhance the experience, consider recording 

yourself. This can be uncomfortable viewing, like watching yourself in the mirror, but is also extremely helpful.  

After the first run-through, take a few moments to assess your results and write down the areas that need attention. 

You’ll now have something tangible to focus on in your practice sessions. Set a firm date for the second run-through, 

and follow the same procedure. 

Run-Throughs for Others 

After you have played several deliberate run-throughs for yourself, the next stage is to do this in front of other 

people. It could be your teacher (this will probably happen in the course of your lessons anyway), or friends and 

family, or your peers. It is up to you to decide if you want any feedback from them. If you don’t, make this clear 

beforehand to set some boundaries. Be aware that playing for others can make you nervous or apprehensive, and 

factor this in when you are writing your assessment afterwards. 

Performances 

Having completed three run-throughs in front of small, select audiences in informal situations, your programme 

should now be seasoned and weathered enough to face trial by fire. You are now ready to play in a formal situation, 

be it a recital, an audition, or an examination. Don’t expect everything to go completely according to plan – treat each 

performance as a learning experience. Then again, you may surprise yourself by rising to the occasion and 

surpassing your previous achievements. Setting firm deadlines will ensure that your practising does not expand to fill 

more time than is necessary, and the run-through process will equip you to achieve the best possible results when 

you perform.  

The Power of Routine 

We have discovered that lots of time spent practising does not necessarily translate into an equally large quantity of 

extra skill, even if one could measure these intangibles, and that time spent badly or without concentration can 

actually have an adverse effect. If we are using our full concentration and drawing on our own inner teacher, 

evaluating what we are doing, we can make more progress in less time. 

A regular routine helps us to frame our work so that the act of practising becomes a habit. Of course, this takes 

discipline, but nothing worth achieving is possible without steely determination and self-discipline. Therefore, it is 

extremely helpful to set aside a regular time of the day for practice. This will give us direction and impetus. 

Since no two people are the same, it is impossible to come up with an exact formula for the length of time needed, 

or the best format for organising our work. Some people are at their best in the morning, others later in the day. It 

can also be effective to break up the practice into two or more sessions, and certainly “little and often” is better than 

one long chunk if concentration is likely to wander or tiredness set in. Whether you take one day a week off is up to 

you. Some people swear by a day of rest to allow the mind and the body to refresh. This might be ideal, but it is not 

always possible. 

TIP: When practising, free your space of noise, disruption and distraction, remembering to switch off your phone. 

Incremental Improvement 

Having a routine compels us to think about practising as something we do each day and helps push us in the 

direction of our goals. Consistency is what counts, and even if we don’t notice it ourselves, we will make incremental 

improvements on a daily basis. Think about it: a significant achievement in any field of human endeavour requires 

regular and consistent work. We don’t achieve our greatest accomplishments by waiting for the muse to strike, but 

by persisting with dogged determination on a daily basis. I often tell students they need to practise religiously. This 

means doing the same activities regularly, ritualistically and with faith in their value. It goes without saying that this 

method has been tried and tested! 
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Using a Practice Diary 

A practice diary can help you to organise your weekly and daily practice. I like to divide the page into two columns, 

with my goals for each day on the left, and my actual achievements on the right. Be specific: don't just write down 

what you want to practice, but also how. The left-hand column can be tweaked and adjusted according to reality, as 

opposed to some unobtainable ideal.  

This is how it might look: 

DATE  

PIECE/ACTIVITY WHAT NEEDS TO BE DONE (AIM) | WHAT YOU ACTUALLY DID (RESULT)  | COMMENTS 

Click Here for a sample page for a daily practice diary. 

Organisation 

Divide up what you have to do into compartments, such as scales and technical work, pieces, sight reading, etc. You 

may find it helpful to make a to-do list or keep a practice diary (see below). A scale chart is also a very good idea so 

you can keep tabs on what you have practiced (A scale chart is available in Part 3 of the Practising the Piano eBook 

series). If you use a formulated spreadsheet, you will be able to track the time spent. You may prefer to think in 

terms of blocks of time, or in percentages. This is how your plan for a 60-minute practice session might look: 

Scales and Exercises: 10 minutes (or 17%) 

Piece A: 20 minutes (or 33%) 

Piece B: 20 minutes (or 33%) 

Sight Reading: 5 minutes (or 8%) 

Quarantine: 5 minutes (or 8%) 
 

The benefit of the percentage approach is that the division of your time can remain the same even if the amount of 

practice time changes from day to day. This may sound very controlled and overly strict, perhaps even stifling. The 

paradox is that the more organised we are, the greater the margin for spontaneity. 

Interleaving v. Blocking 

There are two ways we can approach how we spend time on a designated activity - blocking or interleaving. Blocking 

is where we spend a chunk of time practising one particular passage and then moving on to another. All our work for 

the day on a given piece or section of a piece happens in one block of time. Interleaving is based on achieving the 

same number of practice repetitions, but instead of doing them back to back we interleave them with other activities.  

Thus we might spend a few minutes on our quarantine areas from Piece A, move to Piece B (or another practice 

activity), return to our work on Piece A, then move to Piece C, and so on. So instead of AAAA/BBB/CCCCC, our 

practice session might look like A-B-A-C-B-C-A-C-B-C-A, etc. 

According to researchers, this gives a better long-term result even though blocked practice feels better to us as we 

practise. The reason it feels good is that after a while we get into a flow, giving us the false impression we have 

mastered the skill. How disappointing to discover the next day that the fruits of our labour have vanished and it feels 

as though we are back to square one. We don’t have half an hour to spend on a passage before we can play it to our 

satisfaction, we have to be able to pull the rabbit out of the hat on demand and get it right the first time. 

For more on the science behind this, Robert Bjork (Distinguished Professor of Psychology at the University of 

California, Los Angeles) writes and speaks about the benefits of interleaving practice (although not specifically with 

regard to the field of instrumental music).   

http://www.dfp.informance.biz/content/asset/529b5714dddc
http://www.dfp.informance.biz/content/asset/fe8s5714dc2e
http://www.dfp.informance.biz/content/asset/fe8s5714dc2e
http://www.dfp.informance.biz/content/asset/7bqh5714dc49
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Prioritise 

There is no point refining a fragment of your piece until you have laid a good foundation. Think of the painter and 

decorator who will prepare a wall carefully before applying any paint. Without a smooth surface, free from holes and 

dust, the final coat of paint will be disappointing. If we ignore this foundation, allowing careless errors while 

practising, the results of our practising will be just as disappointing.  What's more, the only solution is the time 

consuming one of going back to the beginning to start all over again. 

Breaking Out of the Comfort Zone 

It is necessary for us to break out of our comfort zone in the practice session, pushing ourselves to practise pieces 

that are slightly more difficult than we might choose, or going for tempos that are slightly faster than we think we can 

manage. Our default setting is to do what we know, and to do this in ways that are familiar. Having a teacher push us, 

encourage us and critique us is, of course, an enormous help here. 

Perspiration and Inspiration 

Thomas Alva Edison’s aphorism, “Genius is one percent inspiration, ninety-nine percent perspiration”, is as true in 

piano playing as in other fields of achievement. In an excellent book The Talent Code by Daniel Coyle, we learn of 

Michelangelo’s apprenticeship as an artist: 

Consider Michelangelo. From ages six to ten he lived with a stonecutter and his family, learning how to handle a hammer 

and chisel before he could read and write. After a brief, unhappy attempt at schooling, he apprenticed to the great 

Ghirlandaio. He worked on blockbuster commissions, sketching, copying, and preparing frescoes in one of Florence’s largest 

churches. He was then taught by master sculptor Bertoldo and tutored by other luminaries at the home of Lorenzo de’ 

Medici, where Michelangelo lived until he was seventeen. He was a promising but little-known artist until he produced the 

Pietà at age twenty-four. People called the Pietà pure genius, but its creator begged to differ. "If people knew how hard I had 

to work to gain my mastery," Michelangelo later said, "it would not seem so wonderful at all."  

The lesson we can learn from this is that dedication to routine over the course of time, rather than any innate ability, 

can produce remarkable results. Anyone who is tenacious enough to persist despite setbacks, trials, and adversity 

can achieve greatness! 

The 20-minute Practice Session 

If you want to develop as a pianist, there’s no escaping regular, routine practice. Passion for the music and for the 

piano are essential ingredients – if you are not fully engrossed in what you are doing, you are not going to want to 

put in the necessary hours and you won’t learn. However, sometimes practice can feel overwhelming and aimless or 

you simply don’t have the time. The following are some suggestions for focused, short practice sessions which are 

ideal in these scenarios. 

Attention Span 

Our attention span is the amount of time we can stay fully focused on a particular activity without becoming 

distracted. Time is a precious resource, so it is in our best interests to use our time to our best advantage – aiming 

for maximum efficiency. It always worries me when a student claims to practise eight hours a day. Unless they have 

accepted a last-minute engagement requiring frantic practice tactics, spending this long is neither wise nor 

necessary. A sponge can only hold so much water; if we pour more on an already saturated sponge it is going to 

trickle off and get wasted.  

If you want to significantly increase your attention span, I can recommend meditation as a very effective solution. 

There are many different styles of meditation and in case you’re concerned, meditation doesn’t need to have any 

religious associations at all. 

Distractions 

When we are distracted, our attention wanders from our chosen object of attention to the source of distraction. 

Stopping to answer a text during your practice session interrupts your flow, and it can be hard to resume work 

afterwards. Distractions come from inside us too – perhaps we are bored, frustrated, tired or hungry? 

https://en.wikiquote.org/wiki/Genius
http://www.dfp.informance.biz/content/asset/fe9457027e79
http://www.dfp.informance.biz/content/asset/ga9s5714dc5f
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Our mind is always busy, jumping from one thought to the next. This is going to happen during your practice time 

too, so don’t worry about it – it’s normal. The trick is to notice the distracting thoughts but to make a decision not to 

dwell on them or to act on them. If we gave into every impulse, we wouldn’t be able to function, so that phone call 

can wait. Let the thoughts come up and then dismiss them as you hone your concentration on your practising. 

Practise in Bite-Size Chunks 

I have found that practice time is often wasted because players don’t know how to structure their practice, or 

because they do not really know what they should be doing. If you have a mountain of work to do, the best way to 

handle it is to break it down into manageable bite-sized chunks. Psychologists tell us that 20 minutes is a rough 

guide for the average attention span before tiredness, boredom or distraction sets in. Obviously this will vary from 

individual to individual, but the idea is to focus on one designated activity for 20 minutes. 

When you practise in timed blocks, you allow absolutely nothing to stop yourself except a fire alarm or a medical 

emergency. Switch your phone to silent, or better yet don’t bring it anywhere near your practice room. Put a “do not 

disturb” sign on the door and let your friends and family know you mean business. 

Task-Specific Practice Blocks 

Have you noticed how, when you’re supposed to be practising you end up doodling or improvising instead? Fun 

perhaps, but not at all productive. 

It is always best to plan ahead not only what you are going to practise, but also precisely how. The alternative is to 

meander to the piano and see where inspiration takes you – this is not a recipe for success as you’ll probably end up 

playing things you can already manage rather than knuckling down to something requiring brain power (such as 

brainstorming error fixes, or learning new notes). If you love improvising, save a designated 20-minute practice block 

at the end of your other work for this purpose – as a reward! 

If you keep a practice diary or a practice log, then write in what you intend to do in your practice block in one column 

and what you ended up doing in another column (with the best of intentions these might not match). 

Here are some ideas for a task-specific practice block: 

• Interleave the second subjects (the version in the dominant and the version in the tonic) from your sonata 

with the coda (click here for more information)  

• Go through your designated quarantined spots (click here for more information) 

• Slow practice, deliberately bringing out the bass line (singing the line, or “solfege-ing” it) then bringing out the 

middle parts, etc. 

• Choose a small section of your piece, and play your LH from memory at a quarter speed (more information 

on slow practice is available here), no pedal, three times in a row, and so on. 

• Practise the building up speed using little bits fast (more information on how to practice fast is available 

here)  

• Play the last section of your fugue in combinations of two voices (click here for more information) 

Don’t worry if you didn’t quite finish what you had planned in the previous practice block. If this means carrying on 

for another few minutes, then of course do that. If you need much more time, you can simply refocus on the same 

activity in the next practice block. If you think it is only going to take you another 10 minutes, then schedule 

something else for the remaining ten minutes, or simply decide you’re going to have a 10-minute block. 

Set a Timer 

If you set a timer, you will not need to worry about timekeeping and you can fully immerse yourself on the job at 

hand. There’s nothing wrong with a good old-fashioned egg timer, but use something that makes a noise when time 

is up. 

http://www.dfp.informance.biz/content/asset/m85l5714dc75
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Stretching and Rewards 

After your time is up, move away from the piano and do something different for a short while. Have some water, 

some tea or whatever you need for sustenance. If you are planning several 20-minute practice blocks, it is a really 

smart idea to do some stretching in between each one. I like to use the stretches suggested by BAPAM (British 

Association for Performing Arts Medicine).  

Delaying Gratification 

If we remember why we must avoid rushing to play through a new piece before we’ve worked out the notes and 

fingerings, we can resist the temptation much more easily. We are rejecting an immediate reward in favour of a later, 

greater, and more enduring one. A cool-headed, rational attitude helps us to Delay Gratification. Even children can 

be taught to delay gratification, if the reason for doing so is made clear to them. You can demonstrate and 

remonstrate all you like with young pupils but unless they see the value in practising new pieces properly, they’re not 

going to do it. Simple! We might help them to realise that there are even greater rewards to be had from delaying 

gratification and that even great pianists practise slowly. 

Helping Youngsters to Develop a Practice Mentality 

I once taught a young boy who was more into sports than practising the piano. One day, I hit upon the idea of 

helping him to summon up his inner coach by imagining that his ten fingers were the players in the football team 

and he was the manager. He loved this and even volunteered his right foot as the eleventh member of the team - 

the goalie! As soon as he realised he was in charge of every movement his players made and every position they 

needed to adopt, his mindset changed. He called the shots, and he soon realised that without his leadership he 

didn’t have a team. 

We teachers need to reinforce what we expect our young pupils to do in their practising by listening to it and 

checking it in the lesson. A lesson should not always be about hearing performances, especially fledgling ones. If we 

have instructed the student to practise slowly, we must write this down in their assignment book in detail, and let 

them know that we expect to hear this slow practice in the next lesson. After starting the next lesson by hearing this, 

we can either refine it further or give it our seal of approval and outline the next step. Otherwise, there is no 

incentive for that student to actually do it.  

If we have put two or three sections in quarantine, then we also need to hear those sections in the lesson before 

hearing the piece as a whole. If they remain unpractised, then work on them for a short while without hearing the 

rest of the piece (if possible). 

It is perfectly possible to get an elementary student to use the feedback loop by asking questions in lessons rather 

than simply giving information that may not sink in. The word “educate” is derived from the Latin verb “educere” to 

lead or draw out, and questions such as, “What did you notice about your LH in that bar?”, “What character do you 

feel in the music here?” and “Which finger goes here?” encourage critical listening and thinking. Before you know it, 

your young students are on the path to doing this for themselves and to using the feedback loop when they practise. 

Some important practice tools, such as The Three S’s (Slowly, Separately, Sections) (click here for more information) can 

absolutely be given to younger players, provided they are shown how to use them and encouraged to do so.  

Resources 

Progress Chart (Click Here)  

A sample page for a daily practice diary (Click Here) 

Part 3 of the Practising the Piano eBook series (Click here) 

Robert Bjork, Applying Cognitive Psychology to Enhance Educational Practice (Click here) 

Daniel Coyle, The Talent Code (Click here) 

BAPAM (British Association for Performing Arts Medicine) (Click here) 

  

http://www.dfp.informance.biz/content/asset/eoek5714dc8a
http://www.dfp.informance.biz/content/asset/eoek5714dc8a
http://www.dfp.informance.biz/content/asset/x7pt57027e7a
http://www.dfp.informance.biz/content/asset/oqkx5714dd5b
http://www.dfp.informance.biz/content/asset/529b5714dddc
http://www.dfp.informance.biz/content/asset/fe8s5714dc2e
http://www.dfp.informance.biz/content/asset/7bqh5714dc49
http://www.dfp.informance.biz/content/asset/fe9457027e79
http://www.dfp.informance.biz/content/asset/eoek5714dc8a
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The Practice Tools 
The previous sections have explored various ways of organising and structuring time in the practice room.  The 

practice tools are a collection of specific tools that you will draw on regularly as you practise, to help you get the best 

value and best results from your practice session.  

The Feedback Loop  

Using The Feedback Loop is core to everything we do in the practice room; all the other practice tools rely on a basic 

understanding of how it works and how to use it. Practice relies on repetition, but not on the mindless hit-and-miss 

sort of repetition I often hear when I listen outside practice room doors at even the most celebrated conservatories. 

Between each and every repetition we play there needs to be an understanding of what we are aiming to achieve. 

The Feedback Loop soon becomes our best ally as we quickly and accurately diagnose problems and use the other 

practice tools to implement the solution. Click here >> 

Quarantine 

Already covered in previous chapters, this is a powerful tool for isolating spots.  

The Three S’s 

The concept which I have called The Three S’s (“separately, slowly, sections”) comes from the phrase coined by British 

MP Sir William Curtis, The Three R’s, reading, writing, and arithmetic. This refers to the foundations of education in 

schools; similarly, my Three S’s are the key components of the toolbox we use during our practising, whether we are 

beginners, intermediate, advanced or concert pianists.  

Practising Fast 

Slow practice, while imperative, is only part of the story. We need a bridge from slow practice to playing at speed. 

There are various ways of achieving this. The mechanical approach of increasing speed by increments is one option, 

but a more sophisticated way that will help us reach our goal much more effectively and efficiently is a process I call 

“Little Bits Fast”. This involves playing tiny snippets at full speed with the full energy of performance, with all the 

dynamics, feelings and gestures we are going to use in the end.  

Uses and Abuses of the Metronome 

No book on practising would be complete without a chapter on the metronome. Like practising in rhythms, this tool 

can be overused or used inappropriately and can become a crutch. You can waste much valuable practice time with 

the metronome and achieve nothing at the end. In this chapter, I will suggest when and how we might use it.  

Practising Using Rhythms 

This is a tried and tested method of practising, whereby we take a fast passage and play it using a variety of different 

rhythms. This can help us significantly with speeding up the passage, playing it more accurately, and making it feel 

easy and comfortable. Practising using rhythms is a way of grouping individual notes into ever-larger units, and it is a 

good idea to start with two-note groups before progressing to larger ones. It is possible to use this tool badly and 

build in tension, which makes matters worse instead of better. I will show you how to use different rhythms 

effectively, and when to avoid this particular tool.  

Stopping Practice 

Stopping in the middle of practising is very often accidental, but we can use deliberate stopping to learn new pieces, 

correct errors, strengthen technical control, refine our playing, eliminate tension, and to aid with memorisation.  
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Making a Chain 

The downside of slow practice is that it tends to cause us to feel each note individually. There comes a time when we 

need to group individual notes into larger collectives, from atoms to molecules, then from molecules to cells. We can 

start by playing just one note, then add another note to it, then one more and so on, until we have made a complete 

chain, like pearls on a string. We can start the chain from anywhere in a passage, and we can even do this 

backwards.  

Skeletons 

This is a powerful tool to assist with our comprehension of the music. Skeletons help us to find the framework of the 

structure. When we learn a new piece, we face a forest of notes, and it is easy to be overwhelmed by the sheer 

amount of information on the page. Skeletons help us to decipher the various layers of the music. By practising in 

this way, we can speed up our learning of a new piece significantly.  

Rearranging the Hands 

This practice tool is suitable for the intermediate and advanced level pianist. Rearranging the hands helps you to 

know the music on a much deeper level than from mere muscle memory, which tends to be unreliable under 

pressure. I explore the technique of symmetrical inversion for gaining increased technical control of difficult 

passages and give various practical suggestions for bolstering the memory.  

Transposition 

Have we really got the time or the skills to transpose? I will suggest ways we can use transposition to solve technical 

problems, to cement fingerings, and to understand the structure of the music for the purposes of reinforcing 

memory. I will also show how we can use transposition for exercises.  

Miming and Other Types of Silent Practice 

Miming is invaluable in any situation where you have to control tonal levels between hands or within one hand. 

Practising this way gives us supreme control over layering our sound, producing a three-dimensional effect which is 

so important in artistic playing.  

Practising Away from the Keyboard 

Research has shown that a combination of mental and physical practice improves performance more than physical 

practice alone. A startling fact, perhaps, but true. But what does mental practice involve, and how can we apply it?  

Inventing Exercises from Pieces 

We can help solve technical problems by inventing exercises from our pieces that isolate a specific difficulty and 

might even make it harder. This tool helps us to diagnose the technical problem and create an array of exercises to 

focus on it. Doing the mechanical work on the exercises rather than in passages from the music is a great idea. Then, 

when you go back to music, it all works so much more easily, as though the hand has been lubricated. 
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The Feedback Loop 

Introduction 

Have you ever sat at the piano in your practice time, not sure about what you should be doing? Your mind wanders, 

you end up doodling or playing half-heartedly and with no real purpose, and then you get disillusioned and start 

looking at the clock? When I was a student at the Royal College of Music many years ago, a classmate confessed that 

he was never quite sure how he was supposed to practise. He started at the beginning of his piece, hoping he would 

make a mistake to give him something to correct. He’d then correct it, and continue until the next slip. And so on, 

until he got to the end. Ouch! 

Concentration 

In my own practising, I am constantly asking myself two questions: “Why have I put my hands on the keyboard?” and 

“Why have I taken my hands off the keyboard?” In other words, we need to know what we aim to achieve and why we 

are using a particular practice tool. Am I aiming for a play-through? Do I need to do some slow practice? Do I need to 

strengthen the memory in the left hand? Whatever our practice goals, nothing will be achieved without full 

concentration, the active involvement of the mind in the activity. Mindless mechanical practice is largely a waste of 

time. 

Quality Control 

It should be obvious to everyone who takes piano lessons that the lesson itself is only a part of what’s involved in 

building yourself up as a pianist. Progress depends to a very large extent on what you do between lessons. Half-

hearted, occasional practice is clearly not going to have the same impact as regular, focused work. 

If we are practising sloppily and unenthusiastically, we are unlikely to be making much progress or getting much 

satisfaction from the process of practising or playing. This is why it is so important to cultivate the nourishing 

qualities of dedication, commitment and the drive to achieve the highest possible quality in all that we do as we 

practise. But how do we develop these inner qualities? 

I am working with Sam. He is a talented teenager who, like many people his age, does piano and violin and chess as 

well as many other activities – all making demands on his time and energy. When he feels pressed for time, the 

temptation to gloss over mistakes and fumbles is sometimes too great for him. Deep down he knows this is just 

papering over the cracks, but how is he supposed to get everything done – and done properly – in the allotted 

practice time? 

Among other pieces, Sam is learning Mendelssohn’s Andante and Rondo Capriccioso, op. 14. Because we had 

been spending lesson time on the Rondo recently, the Andante had taken a back seat in lessons. It was once in good 

shape, but had become a little ragged around the edges and a bit scrappy from playing through at home with no 

careful attention or real practice in between the play-throughs. 

When I asked Sam to play a section with just the LH by itself – slowly and without the pedal – he was quite surprised 

that his fingers were no longer being entirely cooperative. Position shifts had become approximate and tonal control 

had slipped a bit. We needed to do a bit of dusting and polishing to bring the Andante back into shape, and Sam 

discovered he really enjoyed this process even though it needed quite a bit of concentration. The satisfaction came 

from having something tangible to aim for, getting absorbed in the activity and doing it to the best of his ability. 

I reminded him how to use the Feedback Loop in his daily practice (I’ll be describing this in detail shortly), and that he 

was perfectly capable of knowing good from bad, and right from wrong. All he needed to do was to use the practice 

tools and put a bit of gentle pressure on himself, and he could be his own teacher when I wasn’t around during the 

week. I have been working with Sam to awaken his inner quality control inspector, which keeps him focused and on 

the straight-and-narrow as he practises by himself. As a result, I’ve noticed huge improvements in his work. 
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Quality Every Step of the Way 

When we practise, we do all sorts of things that are different from playing through, or performing. Here are some 

ways we might practise: 

• Slowly 

• Fast 

• Hands separately 

• Using controlled stops 

• Rhythm and accent practice 

• Practising with no pedal 

• Bringing out a selected line (bass, top, middle) 

• Eyes closed 

• Counting out loud 

• With the metronome 

• Practising legato passages staccato, and vice versa 

• Exaggerating dynamics 

• and so on… 

Every single thing we practise, even if it is just a step on the way, needs to be done flawlessly. 

Tone Quality 

Listen out for tone quality at all times. 

Was the passage beautifully shaped, and free of bumps and lumps? 

Did I manage to produce a good singing tone in the melody line? 

Did I control the balance between my hands? 

Did the top notes of the chords ring out above the lower notes? 

Accuracy 

When it comes to accuracy, it is surprising how easy it is to get lazy. Here our quality control inspector needs to be 

relentlessly demanding (don’t worry, you’ll end up respecting this). 

Did I play all the right notes (and all in the right order)? 

Did I play rhythmically? 

Was my fingering according to plan? 

Did I accidentally squish a next-door note into the passage (and hope nobody noticed)? 

Go back and do it again! 

Rhythm Practice 

Let’s say we are practising a passage using different rhythms, each and every rhythmical variant we use can be 

subjected to the same quality control as the finished piece. 

Was the rhythm precise in all places? 

Did I switch off effort on the long notes? 

Work on each rhythmic variant until your quality control inspector is happy and has signed it off. 

Each time we lift our hands to the keyboard, we need to have an aim and we need to have a clear sense of whether 

we achieved that aim. If not, how far off the mark were we, and how exactly did we fall short? 
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Measuring Distance 

When we practise measuring distances across the keyboard (covered in Part 2 of the Practising the Piano eBook 

series), ask yourself whether your hands arrived quickly, and dead centre of the keys. 

Did I get there directly, or did I over- or undershoot? 

If you were not spot-on, go back and do it until you can do it absolutely correctly three times in a row! Take pleasure 

in pushing yourself, and pride in having achieved it. 

The Score 

Keep an eagle eye for markings in the score – they are very easy to spot if you’re looking out for them. 

Did I achieve a leggiero touch where marked? 

Did I release my hands precisely at the rests? 

Inventing Exercises 

If we are inventing exercises from our pieces, did I make each variant as musical and meaningful as possible? 

Introducing the Feedback Loop  

Using The Feedback Loop is an indispensable tool for maintaining quality control in the practice room no matter 

what school of piano playing you come from, whether you are a relatively inexperienced player or a concert pianist. 

Using the Feedback Loop in day-to-day practice is a highly efficient way to focus the mind on exactly what needs to 

be done in order to maximise productivity. It will also enable you to concentrate better, listen more critically thus 

awakening your inner teacher.  

 

Box A - Preliminary Focus 

The feedback loop is essentially a three-part process. The first part, represented by Box A, involves a conscious 

decision about what you are going to practise, as well as how and why. Here are a few examples: 

• Example 1 

o What: I am going to play the first bar, ending on the downbeat of bar 2.  

o How: I will do this very slowly, listening for complete evenness.  

o Why: I want to achieve a feeling of full control over my fingers. 

• Example 2 

o What: I will play the LH alone with the pedal for the first section.  

o How: I will listen actively to every note, paying particular attention to the clarity and accuracy of the 

pedal changes. 

o Why: I want to hear every LH note distinctly without the RH so I can control my sound and check my 

pedaling is really clean. 

• Example 3 

http://www.dfp.informance.biz/content/asset/zhkd57027e7a
http://www.dfp.informance.biz/content/asset/zhkd57027e7a
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o What and how: I will play from bar x to bar y, concentrating on keeping my upper arms and 

shoulders loose and free. 

o Why: I’ve noticed I tend to tense up in that spot and I need to focus my attention on this one aspect. 

• Example 4 

o What: My aim is to play the exposition section of my sonata without stopping.  

o How: I will stop precisely at the double bar line and will not wander further, no matter how well (or 

otherwise) I feel I have done.  

o Why: I am at the stage of learning where I need to play through the first section with no stops. As I do 

this, I observe what is working well and what needs further practice. (After I have done this, I can 

proceed with the development section but at a slower tempo and working in small sections.) 

• Example 5 

o What and how: I will play through my whole recital programme.  

o Why: I want to identify trouble spots in order to work on them in more detail 

Box B - The Act of Playing 

The adage “Think Ten Times and Play Once” is only practically useful when dealing with fairly small sections, where 

you can hold the section in your short term memory, mentally rehearse before playing, and then evaluate the 

results. Prefacing the playing of a bar or a phrase with vivid and repeated inner imaginings of your intended result is 

a powerful, yet challenging exercise in self-discipline. Few of us will manage this consistently yet it is something worth 

striving towards. This is what the golfer is doing when he addresses the ball before a shot. He spends time imagining 

exactly where the ball needs to go; only when this image is vivid will he swing the club and make the shot. For us 

pianists the biggest challenge here is spending enough time in Box A, especially if we think that our practice must 

constantly be filled with sound. 

For all practical purposes, executing Box B is akin to snapping the shutter on a camera once the subject matter has 

been composed and focused. Knowing that you will have to evaluate what you do here will compel you to listen very 

attentively and to concentrate on what you are doing. 

Box C - Evaluating Our Results 

After I have played (Box B), I reflect on what went according to plan and what did not. This will involve a moment or 

two of silence during which I do not touch the piano. Box C is a mirror for Box A. If Box B meets the goals set down in 

Box A, then the evaluation in Box C will be resoundingly positive. The perfectionists among us will not readily admit 

to this, and yet it is extremely important that we be as objective as possible and acknowledge our achievements. I 

use the maxim “Never let the good be the enemy of the better” in my teaching, but too great a focus on the “better” 

can become demoralising. We must be able to recognize when we have succeeded. From this vantage point, we can 

climb higher without sinking lower. There is, of course, the distinct possibility that we might surpass our original 

intention – let’s also leave room for magic! 

If I need to make a correction, rather than immediately stabbing at the passage or the problem place, I complete the 

loop by feeding the results of Box C back into a new Box A, so that my new focus, and my next repetition, reflect 

consciously and comprehensively what I have achieved and what I have learned. This is how I will make progress.   
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How to Use the Feedback Loop 

The feedback loop may be used for any stage of the learning process, from getting the notes into the fingers to 

refining and polishing. Here are two examples.  

Example 1 – An intermediate piece 

Here is the opening of Beethoven’s Bagatelle in G minor, op. 119, no. 1: 

 

Box A 

• Remember the key signature: think of the flats. 

• Don’t forget to count the rest in bar 2. 

• Notice the LH thumb stays on the top D for the first 4 beats. 

Box B 

How to use the feedback loop (1) 

Box C 

• Nearly! I didn’t make the dotted rhythms crisp enough. 

• I played a wrong note in the LH in bar 3: it should have been an E flat, and not an E natural. 

Now, I feed this information back into a new Box A: 

Box A 

• Think of the dotted rhythm. Tap it out a couple of time. 

• Check the LH notes in bar 3 - Ah! That last chord is actually 2 black notes, a sharp and a flat! 

Box B 

How to use the feedback loop (2) 

 Box C 

• Everything was right, except that I waited before that LH chord. 

Now, I feed this information back into a new Box A: 

Box A 

• Think of moving my hand in for the black note chord in bar 3. 

Box B 

How to use the feedback loop (3) 

 Box C  

• Everything was right - I nailed it! 

http://www.dfp.informance.biz/content/asset/m0lj57027e79
http://www.dfp.informance.biz/content/asset/8izg57027e79
http://www.dfp.informance.biz/content/asset/pufe57027e79
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Example 2 – An advanced piece 

The first eight bars of Chopin’s Scherzo no. 3 in C sharp minor, op. 39: 

 

Box A 

• Feel the tempo. 

• Feel the character. 

• Imagine the music as vividly as possible: spend a few moments mentally rehearsing how I want it to sound. 

• Give an upbeat. 

Box B   

How to use the feedback loop (4) 

Box C 

• I played the right notes. 

• The tempo was good, but it could have had more character. 

• The pedalling was good. 

• I did not make the dynamic contrasts clear enough. 

• I didn’t make the hairpin crescendos. 

Now, I feed this information back into a new Box A: 

Box A 

• Think of the hairpin crescendos. Notice that they are only for the first two short phrases, not the third one. 

• Imagine the phrase with the maximum piano/forte contrasts.  

• Mentally rehearse this until it is vivid in my imagination, and I feel I can play with total conviction. 

Box B 

How to use the feedback loop (5) 

Box C 

• The dynamic contrasts were clear. 

• The hairpin crescendos were present. 

• It still feels a bit sluggish, though. 

Again, I feed this refined information back into a new Box A: 

Box A 

• Really energise the phrase. Exaggerate the hairpins and increase the tempo. 

• Mentally rehearse until I’m bursting to play it! 

http://www.dfp.informance.biz/content/asset/ir1s57027e79
http://www.dfp.informance.biz/content/asset/rnmh57027e79
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Box B 

How to use the feedback loop (6) 

Box C 

• Yes! My result matched my goals!  

The Feedback Loop for Younger Players 

 

 

You may be familiar with TV talent shows in which each participant’s performance is subject to an (often brutal) 

critique by a panel of three celebrity judges, who then vote the act in or out. I have my own take on this for younger 

players, and it is a process they can recreate at home. They decide who they want as their judges, and after they play, 

they formulate their own critiques from the perspectives of these three different characters. The only rule is that 

they have to say what they liked as well as what they didn’t like. I have found this very effective at engaging their 

critical faculties. The next time they play, they have something tangible to aim for which has come from them, not 

from an external source. This is a useful technique for their practice time between lessons when they are ready to 

play through their piece each day (but not before). 

Here is a sample practice flow chart you can use for this: (Click here for a downloadable printer-friendly version) 

http://www.dfp.informance.biz/content/asset/abji57027e79
http://www.dfp.informance.biz/content/asset/8t6v5714e0d8
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Resources 

Part 2 of the Practising the Piano eBook series (Click here) 

A sample practice flow chart (Click here) 

 

http://www.dfp.informance.biz/content/asset/zhkd57027e7a
http://www.dfp.informance.biz/content/asset/8t6v5714e0d8
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A Brief History of Piano Technique 

Introduction 

In the nineteenth century, pianists were battling with the heavier action and sheer size of the pianos being 

manufactured as the instrument continually evolved to match the increasing technical demands of the music being 

written for it.  The old finger technique was no longer fit for purpose. Rather than exploring new ways of playing, 

pianists believed all they had to do was to put in several hours of daily practice using a series of specially written 

mechanical exercises and studies. They thought this type of training would eventually make their fingers stronger – 

instead, it tended to lead to pain and injury, as well as mechanical and unmusical playing. 

An efficient piano technique relies on fine coordination between our fingers, hands, arms and indeed the whole of 

our body. Without this subtle blend of activity, we risk muscular tension. When our muscles become tense our ability 

to move freely across the keyboard is severely compromised. In the following chapters I outline the history of piano 

technique from its early beginnings to the rise of the super virtuoso. I look at posture, and healthy ways of moving at 

the piano, sharing resources to help keep us physically free. I also offer concrete suggestions and help for tension 

and injury, and share two secrets of tension-free piano playing – practising softly and avoiding stretched positions in 

the hand. 

Schools of piano playing 

During the 300-year history of the piano we have seen two contrasting technical approaches. These are commonly 

known as the Finger School and the Arm School. The Finger School originally grew out of harpsichord technique, 

since the early pianos were similar in touch and action to the harpsichord. Pianists continued to use individuated 

finger strokes with no active participation of the arm. As the piano and the music written for it evolved, the size of the 

instrument increased, as did the range and touch weight of the keyboard, all of which made greater technical 

demands of the player. Pianists responded by doggedly sticking to what they knew, believing that they simply needed 

to make their fingers stronger.  

The futility of this eventually became apparent, and a new school of playing based on anatomic principles and the 

use of arm weight developed to replace the Finger School. The pendulum had swung in the opposite direction, and 

the belief that the arm should take over from the fingers came to dominate. Rather than working like little pistons, 

many thought that the fingers should instead remain fixed so that the weight of the arm could be transmitted 

through them. During this phase, active finger work was often neglected, and players forgot that no matter what was 

going on in the arm the finger still had to put down the key! 

In the modern age, various new schools of playing have emerged that bring together the best of these two 

approaches. These schools attempt to restore movement in the fingers and hand, and to coordinate them with the 

arm and indeed the rest of the body. This enables us to move freely across the keyboard and to produce the huge 

range of sounds and colours that the modern instrument can offer. Vital new ways of understanding the body and 

mind have also revolutionised piano technique, such as our knowledge of the workings of the central nervous 

system and the psychology of learning. According to most modern schools of piano playing, the type of repetitive 

mechanical practice advocated by our forebears is largely a waste of time. 

Even so, there are many diverse schools of piano playing, each with its own history, traditions and track record. Great 

virtuosos have come from each of them, whether because or in spite of their technical approach.  It would be 

arrogant and incorrect to dismiss one tradition in favour of another: there is no such thing as the one correct way.  In 

the remainder of this chapter I will summarise some of the main schools of piano playing and look at some of the key 

figures who played a prominent role in the evolution of modern piano technique.  
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Harpsichord Technique 

The techniques and means of expression for the classical harpsichord and the piano are poles apart. Grammy-

nominated harpsichordist Jory Vinikour, who started out as a pianist, has this to say about harpsichord technique: 

“Reflecting on how effective harpsichord playing differs from what is required to play 

the modern piano, I immediately think that in harpsichord technique everything 

comes from the finger alone: articulation and contact with the key is everything. There 

is no escapement (or double escapement) to intervene between the touch of the key 

and the contact of the quill to the string. A fine harpsichordist is utterly sensitive to this 

feeling, using that contact to finely gauge agogic details, and nuances of touch and 

articulation. The forearm must not be tense, of course, but the concept of muscular 

force coming from the arm or shoulder is alien to convincing harpsichord 

performance. With earlier, simple escapement forte pianos, such as those Mozart 

would have known, the earlier technique still seems relevant: key dip is very shallow, 

note repetition is not quite as rapid as with the later, double escapement mechanisms. 

Excessive force will cause this delicate mechanism to jam, and can even cause 

structural damage to the instrument. At around the beginning of the 19th century, the 

piano moves rapidly away from its harpsichord-like predecessors, and the 

involvement of the forearm and upper arm (as well as the use of rotary technique) 

becomes necessary.” 

So, the action of the finger alone is more than adequate for the harpsichord repertoire and for music written for the 

early piano. The arm is suspended weightlessly over the keyboard and the finger plays from the key surface, not by 

striking the key from above. 

The Early Piano 

The first piano was invented by Bartolomeo Cristofori in the early 1770s, but it took fifty years for it to become 

established as an instrument in its own right. Two different types of piano emerged. The Viennese piano is 

exemplified by Johann Andreas Stein and the English by John Broadwood. 

 

Piano by Andreas Stein, Augsburg, 1775. Photo credit: Gérard Janot 

http://www.dfp.informance.biz/content/asset/gjkx577cdcb1
http://www.dfp.informance.biz/content/asset/jqga577cdcb1
http://www.dfp.informance.biz/content/asset/lbby577cdcb1
http://www.dfp.informance.biz/content/asset/wwae577cdcb1
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Piano by John Broadwood, London, 1810 

Viennese pianos had good damping, originally in the form of knee levers, a light, sensitive action, and a clear, clean 

tone. By contrast, English pianos had less clear damping with foot pedals in use from the start, and a heavier action. 

They were more powerful, fuller in tone and louder than their Viennese counterparts.  

Between 1810 and 1830, Viennese pianos had four pedals: the shift (full or partial), the damper, the bassoon (which 

brought a layer of parchment onto the tenor strings), and the “Turkish” (which struck a small bell, and a mallet on the 

soundboard).  

In 1821, Sébastien Érard invented the double escapement action which enabled rapidly repeated notes to be 

played.  

 

 

The 6½ octave piano for which Beethoven wrote the late sonatas is the same in design as the instrument for which 

Schumann was later writing. It changed little from the 1810s to the 1840s.  

 

http://www.dfp.informance.biz/content/asset/hy1t577cdcb1
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Beethoven’s Broadwood piano (front) and a fortepiano by Conrad Graf in the Beethoven Haus, Bonn. Photo credit: 

User:Hbar.cc 

The iron frame was patented in 1843 by the Chickering firm.  The first overstrung Steinway model D appeared in 

1859. 

Until 1803, the range of the piano keyboard was five octaves.  In 1818, Beethoven received his six-octave 

Broadwood, marking the popularisation of the six-octave instrument. To meet the demand for even more notes 

Broadwood soon extended the range on their piano to seven octaves by the 1820s.Upright pianos became popular 

around this time, replacing the square piano as the most economical domestic instrument in terms of cost and 

space.  

In the first half of the nineteenth century, the piano underwent significant changes as it grew in size in response to 

the demands of composers and performers (who were usually one and the same) for greater range and volume. The 

Industrial Revolution made it possible to produce strong piano wire and large iron frames, and there was rapid 

expansion and growth. As pianos got bigger and more powerful, pianists needed to adapt their technique to suit 

them – experimenting and learning as they went along.  

 

The Finger School 

The bridge between the harpsichord and the early piano was undoubtedly the work of Carl Philipp Emanuel Bach, 

(1714-1788) whose treatise Essay on the True Art of Playing Keyboard Instruments was revered by Muzio 

Clementi, Johann Baptist Cramer (1717-1858) and Johann Nepomuk Hummel (1778-1837) and laid the foundations 

for their method books by outlining very clear instructions on matters of technique and musical style. CPE Bach 

stressed the importance of correct use of the thumb (his father was among the first keyboard players to use the 

thumb as a matter of course. Prior to this, players tended to avoid it and let it hang down from the hand), and a 

rounded finger position as default. He insisted on an organised system of fingering and on developing a range of 

touches for musical expression. Cramer wrote about the importance of a correct seating position and of a bent 

finger position with each finger remaining in place on the surface of its respective key when not playing. Hummel 

writes copious technical instructions, again stressing the default bent finger position, but including the direction that 

the hands should be turned slightly outwards (like the feet) to facilitate placing the thumb on black keys.  

 

http://www.dfp.informance.biz/content/asset/eldo577cdcb1
http://www.dfp.informance.biz/content/asset/6xwo577cdcb2
http://www.dfp.informance.biz/content/asset/7pus577cdcb2
http://www.dfp.informance.biz/content/asset/4rn8577cdcb2
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“Essay on the True Art of Playing Keyboard Instruments” by C.P.E. Bach 

Muzio Clementi (1752-1832) is generally regarded as the father of modern piano playing. He required his students to 

practise with a penny on the back of the hand so that it had to remain still, with all of the work being done by the 

fingers close to the keys while the arm staying fixed and passive. His music is written idiomatically for the piano and 

includes octaves, tremolos, double thirds, rapid repeated notes, crossed hand passages, and so on. He is known for 

his many sonatas and sonatinas, the set of studies Gradus ad Parnassum and his method book Introduction to the Art 

of Playing the Pianoforte, Op. 42.  

 

 

Muzio Clementi 

Carl Czerny (1791-1857) was a hugely important and influential teacher, and the leading exponent of the Finger 

School. He counted Franz Liszt, Theodor Kullak and Theodor Leschetizky amongst his students. Czerny’s multi-

volume Complete Theoretical and Practical Piano School was the encyclopaedia of pianistic knowledge of the time. 

Czerny’s favoured approach was to build finger development solely from mechanical gymnastics, so endless 

mechanical repetition was necessary. All five fingers were supposed to be equally well trained and equally strong. 

Czerny believed in developing technique independently from music, hence the vast number of studies and exercises 

he published, from beginner level right up to virtuoso. 

http://www.dfp.informance.biz/content/asset/u3n3577cdcb2
http://www.dfp.informance.biz/content/asset/hmyv577cdcb2
http://www.dfp.informance.biz/content/asset/5cso577cdcb2
http://www.dfp.informance.biz/content/asset/5cso577cdcb2
http://www.dfp.informance.biz/content/asset/do6c577cdcb2
http://www.dfp.informance.biz/content/asset/fy4i577cdcb2
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Carl Czerny 

No discussion of the Finger School would be complete without mention of Charles-Louis Hanon (1819-1900), whose 

three-volume series of finger exercises,  The Virtuoso Pianist is still widely used by piano students today. Hanon 

proposed equalising and strengthening the fingers by playing through an entire book of his exercises daily, for an 

hour or more. Most modern teachers dismiss the notion that hours spend on finger drill improve technique in the 

way Hanon thought. However, these exercises are still practised today not only by some piano students but also by 

some famous virtuosos who endorse them. 

Other Finger School methods include those by Josef Pischna and Isidor Philipp. Philipp demanded a strong finger 

action but also realised the dangers of tension and therefore insisted on a supple arm and an awareness of muscle 

relaxation in general. At around the same time, students at the Stuttgart Conservatory during the reign of Sigismund 

Lebert and Ludwig Stark had to practise a strict regime of finger exercises, preferably with the aid of a hand rail 

attached to the piano, enabling the player to rest their wrists on it. The point was to achieve everything with the 

fingers, while the arm remained still. The elbow was to stay close to the body and only the forearm was supposed to 

move if the hands needed to move away from the body. The basic touch, known as the “hammer touch”, saw each 

finger lifted high and then slammed into the key, fortissimo. When the key was released, the finger had to return to its 

high position. Although it does not go by the same name, a form of the hammer touch is still being taught to this day 

and there are well-known and celebrated pianists who swear by it.  

Piano teachers at the time were trying to find ways of tackling the more powerful pianos and the different styles of 

music being written, and this was Lebert and Stark’s response. Needless to say, many students suffered crippling 

injuries. It was during this time that we see a split between technical and musical work, so that it was possible and 

increasingly prevalent for the player to separate pure mechanics from musical thought and expression. It led to the 

emergence of a group of piano students who had no real lively interest in music, and were concerned solely with 

becoming showmen at the piano. Mechanical teaching aids, notably Logier’s Chiroplast, Herz’s Dactylion and 

Kalkbrenner’s Hand Guide, were designed in response to a desire to speed up the acquisition of a virtuoso 

technique, and were advocated by many teachers and players. Nowadays, such devices are generally considered to 

be futile, ridiculous, and downright injurious.  

The legacy of this period in the history of piano playing may be why some teachers today have a real dread of any 

type of mechanical practice. However, a certain amount of such work can be highly beneficial, but only when it is 

undertaken for a specific reason and both mind and ear are fully involved in the process throughout. 

REMEMBER: Many of the studies from the Finger School are musically interesting and can still be of pedagogical 

value. We can select from the vast range of material that is available and adapt it for our own use. This might mean 

ignoring the technical instructions given by the composer, and certainly the specified number of repetitions! 
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The Arm School 

As the piano developed as an instrument, the music written for it also changed. Composers wanted greater dynamic 

range and a variety of textures, especially in the form of singing melodies against a harmonic background. Tonal 

balance was required, and this meant that pianists needed to develop the skills to control the speed of the 

key during its descent. Manipulating the keyboard in this way involves fine work of the arm muscles, and pianists 

started to realise that the old finger technique was no longer fit for purpose. As they called upon the arm to work 

harder, these muscles started to stiffen and seize up, resulting in discomfort and injury. 

The first teacher to discuss a coordinated action of all parts of the arm was Ludwig Deppe (1828-1890). He proposed 

that the arm from the tips of the fingers to the shoulder should be treated as one unit with the workload shared 

between all the parts. Importantly, in his view the tips of the fingers should be alive and should stroke the key rather 

than strike it. Deppe also believed in careful listening, and in the supreme importance of tone quality. 

 

 

Ludwig Deppe 

Another pioneer of the Arm School was Rudolf Maria Breithaupt (1873-1945), who, like Deppe, achieved recognition 

as a theorist and writer rather than as a pianist or teacher. In his three-part book The Natural Piano Technique, he 

emphasises the concepts of freedom, relaxation and arm weight. Movement should start in the arm from a free 

shoulder, and only after this should the fingers be considered. According to his principles, the fingers should not be 

raised at all, and should react to the bottom of the key by relaxing the moment the note has sounded. When moving 

from finger to finger, the weight of the arm is transferred, all the time keeping loose at the shoulder. 

 

Breithaupt 
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Tobias Matthay (1858-1945) is remembered today for his wordy and rather confusing tomes on piano playing. 

Although they are difficult to read, his legacy is an important one. Not only a theorist, Matthay’s influence as a 

teacher was far-reaching and he was responsible for the training of many of the best pianists of the day. In his 

book Musical Interpretation (1913), he stresses imagination, careful listening and thoughtfulness in playing, but 

claimed that he did not have a method as such. He emphasised tone production, arm weight and rotation, and was 

especially interested in developing a singing quality of sound. The arm and the hand were for him just as important 

as the fingers. He observed that a singing tone is produced when the key speed increases gradually, and that when it 

accelerates suddenly, a more brilliant tone is achieved.  

He also addressed the release of effort that should follow immediately after the key has been sent down, and 

described three different “species” of movements involved in piano playing: finger movement, hand movement and 

arm movement, which interact with each other. Matthay believed that forearm rotation was the best way to achieve 

finger independence, which is why rotation exercises appear in all of his teaching books for beginners. For him, 

rotary movements were either visible or invisible. Instead of using isolated finger movements from a fixed hand 

position, the finger is swung into the key using movements generated by the forearm. The rotation of the forearm 

should be towards the finger to be played, and should be preceded by a small rotation in the opposite direction. He 

was much less concerned with finger technique as such and strongly opposing hitting the key or pressing too deeply 

into the key (a futile activity he named “key-bedding”). He preferred a flatter-fingered approach with the fingers 

pulled inwards in the direction of the palm of the hand. Although some of his theories were not accepted during his 

lifetime, Matthay’s belief that piano technique was much more than a collection of muscular movements that need 

incessant drilling was far-sighted and modern. 

 

 

Tobias Matthay 

Despite these new trends, old habits died hard and the tradition of pure finger training continued well into the 

twentieth century, especially in France. Isidor Philipp and Alfred Cortot published methods stressing finger activity in 

the 1900s. Otto Ortmann (1899-1979) published two controversial books in the 1920s attempting to debunk 

prevalent theories of tone production based on physiological principles. He believed that too much attention to 

relaxation was just as inefficient as those methods that produced excess tension. He concluded that coordinated 

piano playing should be a balance between these two extremes. 

Proponents of the Arm School frequently spoke about passive fingers and swinging arm movements. They 

underestimated the importance of the fingers and the need to exert muscles and, as a result, precision suffered. 

Despite the plethora of books on the subject, there was a lack of any real scientific understanding. Both schools of 

piano playing had looked for a solution in the periphery of the playing apparatus, one in the fingers and the other in 

the arm. Neither had the full picture. 
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Modern Schools 

One of the most interesting books on piano playing from the more recent past is George Kochevitsky’s The Art of 

Piano Playing. This is not to be confused with Heinrich Neuhaus’ important book of the same title, although all 

serious pianists should consult both.  

Kochevitsky explains that science has now shown that complex movements of the sort we pianists have to make 

cannot be achieved by gymnastics alone. He cited the work of German physiologist Emil du Bois-Reymond, who was 

the first to describe the role of the central nervous system in motor activity, in his 1881 paper The Physiology of 

Exercise. Motor activity happens because of the interaction of all the muscles involved, which need to work in the 

proper order. Our nerves transmit messages from the brain to the muscles, and for the nervous system to be at its 

most efficient, multiple senses need to be involved, including the auditory, the visual, and the sense of touch 

(kinaesthesia). To perform complex movements, we need a sense of purpose. As we refine our control, we eliminate 

extraneous and counterproductive movements, which means that the movements become faster, easier and more 

efficient. Thus the secret of virtuosity is not in the muscles, but in the central nervous system. 

“The foundation of piano mastery consists of inseparable connection of sensations 

with movement with its result - the production of tone”  

- George Kochevitsky, Kochevitsky Collection, Pro/Am Music Resources, 2004, p.212 

Even if it were possible to deduce which group of muscles was responsible for producing a complex movement at 

the piano, it would not help us one iota. The muscles are not controlled consciously. The route to better control at 

the piano lies in having a sharper sound picture in our innermost ear and a more vivid conception of the artistic 

meaning in our imagination. Since we achieve all this by unconscious means, our sense of purpose is infinitely more 

important than our analysis of the technical means. 

Oscar Raif (1847-1899) was one of the first to address the importance of the central nervous system in controlling 

the complex movements in piano playing. He conducted a series of experiments with pianists and non-pianists and 

discovered that there was probably no relationship between individual finger agility and piano technique. He found 

that there was no difference between the number of individual finger movements that trained pianists and non-

pianists were able to make. The average intelligent person was able to move an individual finger just as fast as a 

concert pianist. This suggested that what matters in piano playing is the precise timing of the successive movements 

of the fingers. Gymnastic finger exercises can only improve strength and endurance, and will not necessarily help in a 

complicated movement. 

NOTE: Pianistic talent has less to do with the hand and much more to do with the central nervous system. 

These perspectives help to explain how some teachers of advanced students who never speak of technique as such 

can achieve such remarkable results. The student arrives, having already had a thorough grounding, and the teacher 

works by inspiring their student either by demonstration or by helping him or her to hone an artistic goal in the 

imagination. In such cases, the answers to piano technique might lie in the intellect and in psychology. 

Taubman Technique 

In more recent years a school of piano playing has grown up around the ideas of Dorothy Taubman (1917-2013). 

Dorothy Taubman developed a reputation as a healer of pianists’ injuries and her techniques have helped to 

rehabilitate many players, including some famous concert artists. This technique is based on what she called 

“coordinate motion”, where all parts of the body used in piano playing work together as a single unit. Movement is 

not generated by the finger, but by the whole arm relying on rotary movements. She stressed the importance of 

maintaining the natural alignment of the fingers, hand and arm at all times. This involves making constant 

adjustments in and out using the full length of the key to eliminate any awkward or cramped hand positions Dorothy 

Taubman’s work is being continued by Edna Golandsky, Mary Moran and others, and has attracted a wide following. 

There is an excellent article on Dorothy Taubman’s Wikipedia page about the technique, and a comprehensive 

channel on YouTube (The Golandsky Institute) featuring plenty of demonstrations and discussion. 

 

http://www.dfp.informance.biz/content/asset/j8dv57027e7a
http://www.dfp.informance.biz/content/asset/j8dv57027e7a
http://www.dfp.informance.biz/content/asset/4ehw57027e7a
http://www.dfp.informance.biz/content/asset/94yf577cdcb2
http://www.dfp.informance.biz/content/asset/egj9577cdcb2
http://www.dfp.informance.biz/content/asset/egj9577cdcb2
http://www.dfp.informance.biz/content/asset/aor2577cdcb2
http://www.dfp.informance.biz/content/asset/z233577cdcb2
http://www.dfp.informance.biz/content/asset/aor2577cdcb2
http://www.dfp.informance.biz/content/asset/1drt577cdcb2


 

 

45 

 

The Modern Russian School 

There have been great teachers throughout the history of piano playing who stand out not because of their 

adherence to a strict method, but because of their sheer talent at achieving results holistically and intuitively, treating 

a student as an individual. Perhaps the most famous group of teachers fitting this description are the members of 

what has become known as the Modern Russian School. These include Friedrich Wieck, Theodor Leschetizsky, 

Chopin, Liszt, Busoni, Alexander Goldenweiser, Heinrich Neuhaus, Vasily Safonov, Alexander Siloti and Konstantin 

Egumnov. 

The subject is a vast one, but The Russian Piano School: Russian Pianists and Moscow Conservatoire Professors on the Art 

of the Piano, edited by Christopher Barnes, provides some rich insights into what is still something of a secret world.  

Psycho-Technical School 

My last teacher, Nina Svetlanova, would often speak during my lessons of her own teachers and mentors. One who 

stands out is Grigori Kogan who wrote At The Gates of Mastery and A Pianist’s Work and coined the term “Psycho-

Technical School” to describe what were then modern trends in the history of piano technique. Here are some 

salient points he raises, which are just as relevant to pianists today: 

• Results are achieved not because of the amount of time we spend practising, but because of the quality of 

our work and the involvement of our mind. 

• Thinking about the mechanics of movement interferes with performance. For example, it does not help me 

one bit if I am thinking about the position of my wrist in a given place in my piece, or whether I am producing 

my staccato from my finger or my forearm. I just need to know exactly what sort of sound I am trying to 

achieve, keeping the musical and artistic meaning in mind. By concentrating on the purpose of my motor 

activity rather than the activity itself, my body will produce the result, naturally and automatically! 

• Dull drilling is meaningless and futile. Technical difficulty might have nothing to do with motor processes but 

rather a lack of clarity about the musical meaning or the purpose of the movements. 

• We connect musical imagination and muscular sensations by listening carefully to the sounds we make. 

• The clearer our aims, the clearer our means of accomplishing them. 

• Mental practice away from the keyboard is an important part of the preparation for a new piece. 

Kogan’s three basic principles provide a fitting end to this chapter as they should always be kept in mind when 

applying any of the information contained within this publication: 

1. We need to be able to hear the music inwardly in all its details. 

2. We need to have a passionate and intense desire to realise the image we have. 

3. We need our full concentration on this task in everyday practising. 
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Resources and Further Reading 

David Crombie, Piano: A Photographic History of the World’s Most Celebrated Instrument (Click here) 

CPE Bach, Essay on the True Art of Playing Keyboard Instruments (Click here) 

Muzio Clementi, Introduction to the Art of Playing the Pianoforte (Click here) 

Muzio Clementi, Gradus ad Parnassum (Click here)  

Carl Czerny, Complete Theoretical and Practical Pianoforte School (Click here) 

Charles-Louis Hanon, The Virtuoso Pianist (Click here) 

Reginald R. Gerig, Famous Pianists and Their Technique (Click here) 

Arthur Loesser, Men, Women and Pianos (Click here) 

Harold C. Schonberg, The Great Pianists (Click here) 

Stephen Siek, England’s Piano Sage: The Life and Teachings of Tobias Matthay (Click here) 

Christopher Barnes Ed., The Russian Piano School: Russian Pianists and Moscow Conservatoire Professors on the Art of the 

Piano (Click here) 

George Kochevitsky, The Art of Piano Playing (Click here) 

Heinrich Neuhaus, The Art of Piano Playing (Click here) 

Alfred Cortot, Rational Principles of Pianoforte Technique (Click here)  

Otto Ortmann, The Physiological Mechanics of Piano Technique (Click here)  

Emil du Bois-Reymond, The Physiology of Exercise (Click here) 

The Golandsky Institute (Click here) 
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Burgmüller’s 25 Easy and Progressive Etudes 

Selected video walkthroughs 

Introduction 

Friedrich Burgmüller (1806 – 1874) was a German pianist and composer who moved to Paris at the age of 26 and 

settled there. In addition to light salon music, he wrote three sets of études for young pianists. 

Burgmüller’s 25 Easy and Progressive Études, Op. 100 have been a mainstay of elementary étude repertoire for many 

generations - and deservedly so. Like all great études, the study of technique merges with attention to quality of 

sound and a musical purpose. The musical content of these pieces is on a level with the technical challenges they 

pose, so that the listener would not necessary realise they have any didactic focus whatsoever. Because each has its 

own descriptive title, the études inspire imagination and characterisation in the player, elevating the works to the 

status of real music (as opposed to the dry and boring studies that are so often the diet of pianists). I cannot imagine 

any young pianist or elementary player who would not immediately engage with this charming set of études, or 

benefit from learning them. 

As the title suggests the études are progressive in their difficulty, ranging from approximately ABRSM grade II at the 

start to approximately grade V by the end. A good plan with études in general is to learn them, master them and 

continue to play them on a regular basis (much as you would do with any form of physical exercise). As you go along, 

you will amass a repertoire of études you can draw on as part of your daily practice. It is a good plan to choose three 

or four to practise for a week or so, and then move to others so you don’t get bored. 

Featured works 

1. L’Arabesque (Arabesque) in A minor 

2. Progrès (Progress) in C Major 

3. La Styrienne (Styrian Dance) in G Major 

Other works available on the Online Academy 

1. La Candeur (Openness) in C major 

3. La Pastorale (Pastoral) in G major 

4. La Petite Réunion (The Little Party) in C major 

5. Innocence in F Major 

7. Le Courant Limpide (The Clear Little Stream) in G Major 

8. La Gracieuse (Gracefully) in F Major 

9. La Chasse (Hunting Song) in C Major 

10. Tendre Fleur (Tender Flower) in D Major 

11. La Bergeronnette (The Wagtail) in C Major 

12. L'Adieu (Farewell) in A Minor 

13. Consolation in C Major 

15. Ballade in C Minor 

16. Douce Plainte (Gentle Complaint) in G Minor 

17. La Babillarde (The Chatterbox) in F Major 

18. Inquiétude (Restlessness) in E Minor 

 

 

https://en.wikipedia.org/wiki/Johann_Friedrich_Franz_Burgm%C3%BCller
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https://online-academy.informance.biz/online-academy/page/363-5-innocence-in-f-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/369-7-le-courant-limpide-the-clear-little-stream-in-g-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/370-8-la-gracieuse-gracefully-in-f-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/380-9-la-chasse-hunting-song-in-c-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/425-10-tendre-fleur-tender-flower-in-d-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/426-11-la-bergeronnette-the-wagtail-in-c-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/436-12-l-adieu-farewell-in-a-minor?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/437-13-consolation-in-c-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/440-15-ballade-in-c-minor?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/455-16-douce-plainte-tender-appeal-in-g-minor?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/456-17-la-babillarde-the-chatterbox-in-f-major?pagegroup=31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/page/457-18-inqui-tude-restlessness-in-e-minor?pagegroup=31-25-easy-and-progressive-etudes


 

 

48 

 

2. L’Arabesque (Arabesque) in A minor 

Allegro scherzando tells us to play fast and playfully. Keep the LH chords close to the keyboard, the fingertips firm and 

somewhat active, the wrist loose but relatively still. You’ll need to organise a good fingering for the LH chords (I give 

some tips on this in my video below). RH semiquaver patterns are played using a drop-roll (down-up) movement 

generated from the upper arm, the arm and the wrist assisting the fingers. Lateral adjustments (lining up) in the wrist 

keep us free and loose and help control finger articulation in the fast notes. The first note of each RH group is the 

strongest, the last note light and short. Don’t get confused with how this works in the crescendos. If you say a five-

syllable word over and over again (such as “multiplication”) getting louder and louder each time, you will always put 

the stress on the first syllable. 

Enjoy the contrasts in mood in this piece. After a playful and light start, the arrival in C major (bars 7-10) feels 

somewhat triumphant as the RH has a melodic moment. Keep singing in the RH after the double bar, taking plenty of 

time in the dim e poco rall bars but snapping back into the tempo immediately in bar 19. There is a feeling of 

tenderness at the dolce (bar 23-25), and exuberance at the end. The risoluto semiquavers in the penultimate bar may 

be broader, and you might decide to add a direct pedal to the last chord to add resonance. 

Click here to view the video walkthrough for this work on the Practising the Piano Online Academy. A free Online 

Academy account is required to view this video therefore if you do not have one, please sign-up for a free account at 

www.online-academy.informance.biz or visit www.practisingthepano.com and click “Sign-up”. 

  

6. Progrès (Progress) in C Major 

We return to C major for this lively, cheerful piece entitled Progrès (Progress). With touches of laughter 

(the staccato quavers in bars 3, 4 and 7), this study celebrates the pleasure in making progress - we have come a long 

way on our journey already! This study features scales in parallel tenths, a contrary motion scale, changes of touch 

from legato to staccato, rapid changes in hand position with jumps in both hands, and syncopated slurs. 

The general rule that the first note of a slur should take the accent, no matter which beat it falls on, is reinforced by 

the composer’s markings (>) on every slurred quaver pair from bars 9-12. Are these accents though, or 

hairpin diminuendos? In my Wiener Urtext edition, the markings are elongated and look like a hybrid between the 

two; other editions print them using regular accent signs. They serve as an added reminder, if one were needed, to 

play the second note softer and lighter despite the resolution falling on the beats. These are the same strong-weak 

type of slurs that we found in Innocence; instead of sighs the syncopations and wide intervals here lend a jubilant 

energy, and we will certainly need to propel the arm off the staccato releases to take us to the next position. These 

careful and consistent accent-hairpin markings over the slurs are no longer present from bar 13, when the 

accentuation surely shifts more toward the second quaver of each RH pair, forming a melodic line (it is worth 

practising the RH once or twice without the E’s to hear this line, and how it fits together with the LH). 

The indication D.C. in bar 16 instructs us to return to the beginning and play the first half again (to bar 8, where we 

find the marking Fine). Remember that whenever we find this direction in any piece of music the repeat is not 

optional, but integral to the structure of the music. 

Practise the given scale patterns in bars 1 and 2, not only upwards as written, but also backwards – on a loop, 

repeating up and back until fluent and comfortable. You can also practise the semiquavers in a dotted rhythm (long-

short, and short-long), a good exercise for synchronising the hands and building in control of the fingers. To add 

more value, to prepare for the contrary motion scale in bar 8 I recommend playing a scale of C major in the Russian 

form (similar motion two octaves ascending; contrary motion two octaves outwards then back inwards; similar 

motion two octaves descending). 

Click here to view the video walkthrough for this work on the Practising the Piano Online Academy. A free Online 

Academy account is required to view this video therefore if you do not have one, please sign-up for a free account at 

www.online-academy.informance.biz or visit www.practisingthepano.com and click “Sign-up”. 
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14. La Styrienne (Styrian Dance) in G Major 

La Styrienne (Styrian Dance) is a fast Austrian waltz in folk style, characterised by strong first beats (often featuring 

grace notes). The metronome mark in the original French edition is 176 for the crotchet, which is on the fast side. 

Whatever tempo you eventually settle on should not be metronomic in any strict sense beat by beat. The way 

Austrian waltzes move is very difficult to describe, but we will get a better sense of their unique style and character 

after listening to a few different examples of such music (Johann Strauss would be a good place to start). This study 

gives the player an opportunity to find different tone colours for each of the three main keys; G major is light and 

graceful, E minor (B section) a little darker and more expressive, and C major (C section) open, rustic and robust. 

The crochets in the introduction are played with a light staccato (pedal is not necessary). The grazioso marking in bar 

4 invites a little bending of the time, and we can surely linger for a millisecond on the downbeat A in the right hand of 

bar 5, etc. The composer requests a little more time over such expressive corners later in the piece 

with riten and rall markings, which need to be more obvious. The staccato quavers in bars 6 and 7, etc., are especially 

light and delicate, but do enjoy the rhythmic accent and the dissonance on the first beats, especially where we find 

an acciaccatura. The ornaments in the B section (bars 13, 14, etc) are almost certainly better placed on the beat 

(together with the left hand); placing them before the beat risks introducing a hiatus and will tend to sound ungainly 

unless this is done very carefully. The left hand crotchet chords (bar 13, etc.) are played longer but not legato; the 

long bass Bs (bars 14 and 15) add enough resonance so that pedal is probably not necessary (but a short dab would 

be fine). Enjoy the right leaps in the C section (from bar 28), making sure not to rush them; placing them makes them 

feel safe, and also adds to the decisive rhythmic character. You might experiment with a little more pedal here. 

In the French edition the four-bar introduction is repeated at the da capo, in later editions it is missed out the second 

time. Either way works well. 

Click here to view the video walkthrough for this work on the Practising the Piano Online Academy. A free Online 

Academy account is required to view this video therefore if you do not have one, please sign-up for a free account at 

www.online-academy.informance.biz or visit www.practisingthepano.com and click “Sign-up”. 

  

Other works 

Video walkthroughs, performances and notes for other works in this collection are available on the Practising the 

Piano Online Academy for once-off purchase here or with a subscription. Please click here to find out more about 

subscription options, or click here to view the series index for a listing of featured works. 

 

Visit www.practisingthepiano.com for more information on the Practising the Piano Online Academy or 

https://practisingthepiano.com/offers for details of special offers on Online Academy subscriptions, eBooks and 

Annotated Study Editions. 

 

 

 

 

 

 

https://online-academy.informance.biz/content/page/mzkz5c20bbb9
http://www.online-academy.informance.biz/
http://www.practisingthepano.com/
https://online-academy.informance.biz/online-academy/31-25-easy-and-progressive-etudes
https://online-academy.informance.biz/online-academy/subscribe
https://online-academy.informance.biz/online-academy/31-25-easy-and-progressive-etudes/132-introduction
http://www.practisingthepiano.com/
http://www.practisingthepiano.com/offers
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Thank you for reading! 
Thank you for reading, we hope you enjoyed this sample eBook. Please see links below for further details on the 

Casio Grand Hybrid Teacher Network, other products and special offers. 

 

Join our Grand Hybrid Teacher Network! 

Discover the benefits available to your teaching practice at info.casio.co.uk/pianoteachernetwork. 

 

Special offers 

Online Academy 

The Practising the Piano Online Academy is the ultimate online resource for pianists, teachers and anyone seeking to 

master the piano. Featuring a comprehensive library of lessons, articles and resources, the it will transform the way 

you approach playing and teaching the piano. Click here for more information or click here to view an index of 

available content. 

Click here to get £20.00 off an annual or premium subscriptions 

Multimedia eBooks and Annotated Study Editions 

There are surprisingly few books that deal with the art of practising. Given the amount of time an aspiring pianist 

needs to spend practising, it is very important to know exactly what to do in order to make the best use of this 

time. Practising the Piano will equip you with specific tools to help you every step of the way and will give you concrete 

skills to learn pieces, solve problems, memorise, and much more. Click here for more information. 

Click here to get 20% off all eBooks, Study Editions and Bundles 

 

 

 

  

https://info.casio.co.uk/pianoteachernetwork
https://dfp.informance.biz/online-academy/about
https://dfp.informance.biz/online-academy/content-index
https://practisingthepiano.com/offers
https://practisingthepiano.com/ebooks/index.php
https://practisingthepiano.com/offers
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