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THE PHYSICS AND METAPHYSICS OF PIANO PLAYING
TWELVE FUNDAMENTAL PRINCIPLES

| have hereunder summarized ten principles thateayeired for a performance to be correct. | halded
two more requirements that need to be fulfillethére is to be great music.

One of my close friends in Europe is Frans Veldman.

He is the founder of a new branch of Science, Haptoy, which rapidly has become influential in thed
of human sciences (psychology, medicine, peri-rzaeg, sociology) especially in France.

Haptonomy is the science of touch and of the ematitife that is opened up and nourished by touch:
"Hapsis" in Greek.

According to Haptonomy - and this has of coursenhewlerstood in other sciences as well - in thg ver
beginning of life on this planet there was the sarfsTouch, the one-cellular organism touchingwioeld
with its outer membrane trying to determine wheiharas hostile or friendly to its existence andvéial.

It is no different today: there are "touches" (gles, sounds, smells) that hurt and kill and destiere are
"touches" that give life, security and joy.

1. HOW TO TOUCH THE KEY and PRODUCE A SOUND

The primary principle of our art as well is Toutte more sensitive we are in touching the key tepdr

the sound can originate in — and in turn penetratar and others' senses, intellect and emotions.

It is easily forgotten that more important thanexhestrength, dynamics, whatever else is involwealir

art, it is_how we touch the key that first and fomst determines the meaning of what we are
communicating, the meaning the composer had in mimeh he wrote the piece. Each composer has his or
her own sound, each composition has its own sonddtee piano, however mechanical an instrument, is
capable of communicating to the listener an indiniariety of expressive sounds: all dependent cgtlven

or not the pianist has mastered the all-important 6f Touching the Keyboard" as Francois Couperin
called his treatise written some three hundredsyago.

In a study, published in the seventies in “Psychpldoday,” a number of participants were placetiont
of a mechanical device that measured downward idegvard pressures. They were then asked first to
imagine “no emotion” and after about ten seconds to depadssy-lever. Other imagined emotions
followed such as anger, love, reverence.
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SHAPE OF EMOTIONS. Two sets of ropdated measurements from each subject record changes In finger pressure during the expression
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nlated In that time, but In some expresslons (c.g., reverence) three or four seconds elopse botore the fingar pressure returns to 11s bage ine.

As the graph above shows each emotion (or lacletiipregisters a significantly different pattern.

The piano is capable of expressing that whole stfataman affective responses, but increasingly isr
the artist who is able to convey that full rangeotions since performers and teachers alike tend to
emphasize the "horizontal" aspects of piano playiimg accuracy, the dynamics, the speed to get émoen
sound to another. We all of course “know” what rewee, love, anger is; we all have had the expegien
but as T.S. Eliot writes (“Four Quartets”) “missbe meaning.” Rare indeed is the performer whdis a
to express through htsucher the felt reality these terms want to convey. Sahod us just fake it, often
through the kind of mimicry that an audience isdaf being fooled by, Yet, without that masterytadich,
music loses much of its meaning. When Beethovetes/fidolce” he means something different from
espressivo or cantabile or even teneramente. Whemfs in opus 118# 2 writes the first phrase aed th
wants the second (identical) phrase to be playett&d’ juggling the tempo or dynamics will not dbis
only mastery of the art of touch that can accorhptliés delicate task. It is the quality of the sditself
which is the primary carrier of the expression.

It is certainly a sign of our times that we are enmterested in the “what” of communication (sourydes
that grab one’s attention and the acquiring ofrimi@ion in general) and not in “how” that infornaatiis
transmitted: the tone of voice for example or btahguage which express on a much deeper level the
affective content of the message. Any child anefowvill know immediately whether the expressiomtis
odds with the words that are being spoken, or not.

One of the basic problem areas of playing/perfognfime may well say: of life in general!) is the tféicat
few people are willing to make the effort to livethe Present, that means, to truly LISTEN, in the
moment, in the here and now; it seems we are aleaytbe-go.

| compare this in my classes to a politician - syy@or politician - who has just a few minutesia busy
schedule to shake hands with a group of suppaatedss already looking to the next person and thé n
and the next, instead of being - however brieflgally present to the person whose hand he orsshe i



shaking. On a photograph it may SEEM that thetip@h shook your hand, but you know that he was
never really there and that his or her handshalegjugt a mechanical gesture with no meaning behind
It is exactly the same with music, when there i$nesence there is no art; there may be sounds peaadl
and dynamics but as far as the art of music isewm®d, no meaning. The quality of the sound we yxred
is dependent on the "vertical", the very shortadise between the moment we first touch the keytlaad
moment we reach the key bed. How we are presehatrbrief interval of time during which the finger
goes down determines how expressive (or non-expegssur playing is. If we just press the key down
without Presence (= without emotion) and autom#yieaticipate the next note there is the sensewviea
just go through the notes on the page and there isue meaning in what we do. (More about al thi
under the section: “Rhythm.”)

It is for good reasons that J.S. Bach spent so rioehteaching “how to touch the keys” (and how NOT
to: no “dropping” or “thrusting” the finger - letlone the hand! - into the keys) and had his stisdgrend
the first months of instruction— often up to a yeagiracticing nothing but short phrases to leais th
delicate art.

Here as always, the well-worn Latin adage: “festérde” (make haste slowly) is, our almost instiviet
disbelief and skepticism notwithstanding, righttba money. Whatever we start doing in a hurry tl
done wrong and take twice as long to correct later

As serious and committed musicians we must leaifficult task of remaining aware not only whée t
finger (supported by the arm) presses the key dawtralso when the finger moves up vertically torkea
the key; this will further develop our ability temain present to the sound tlsand not to be distracted
by what is to come. The reason is simply that weardy be attentive in the present — not in thereitbe
that future ten years away or a nano-second (sea/kere my article: Music, the Fullness of the &més
A good point of departure is, to imagine a thoustiir layers between the top of key and the key bed
layers which we first compress downward and thehgashing up against our finger. Rather than finigk
of lifting the finger off the key we must experienthe key as pushing the finger up.
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| trust it is clear that we are speaking here ghtpicing”; in actual performance all points und&cussion
must proceed as an integrated, seamless wholectunallg be totally and completely forgotten (aniart
itself, as difficult to accomplish as learning litia the first place!). It is only for “practicalfeasons that
they are listed separately.

Besides the finer points of the art of touch t&t only be transmitted in a one-to-one teacheidsti
context, there have been two main views, two ex¢ein the pedagogy of the piano.

The one approach, sometimes referred to as thelrraathod, is to primarily touch the key with aoktr
of the finger, the second, the so-called GermaRussian is the one that starts with a movemeriteof t
arm.



The ideal | believe is a combination of the twarhg with an active movement of the hand-knuckle,
allowing the arm to rest (very gently and withony @ressure) on the finger: the finger supportheydrm,
the same way as a singer needs to support the goaddced by the vocal chords through the actioity
the diaphragm.

Keep in mind that the mechanism of the key and hantesembles a see-saw (teeter-totter); you psé$s (
on one end and then the other end goes up (inatfeeaf the piano, thrusting the hammer against the
string).

Therefore the basic movement of the finger is doanhat the farthest possible end of the key so as t
have the greatest amount of force/velocity andeddexpressiveness available at the other end.
All this leads us to the next question.

2. HOW TO MOVE FROM ONE KEY or SOUND TO THE NEXT

In my essay "Music: The Fullness of the PresehtiMe spoken in detail about the difficulties invadvin
this seemingly simple operation. When | was in mgrities and again in my early thirties | came to
impasses that forced me to quit playing the pianca(ise of considerable agony!). | will always keteful
to Felix Hupka from the Amsterdam Conservatory wdnaght me the way out.

It turns out that this second fundamental princiglfar from easy and the cause (as is the negf¢be art
of touch) of a tremendous amount of bad playingqhé@beugh not usually recognized as such.

The basic technical elements involved are:
1. Active movement of the hand-knuckle of finger # 1
2. Allow the arm to gently rest on finger # 1
3. While keeping the weight constant in finger #1 grfimger # 2 in place
4. Transfer the arm weight from finger # 1 to fing@r #

| like to compare this procedure to the simple ifsiegly!) act of walking:
1. After putting down e.g. the right foot:
2. Allow the (weight of the) body to rest on that rigbot (no need to push!).
3. Keeping the weight on the right foot, put down theut any weight! — the left foot and
4. Transfer the weight from the right to the left foot

If you have ever seen models walk — glide is a napg@ropriate term — across a stage you know what we
are talking about. The rest of us more common reotéad to just hobble along much less gracioulhe
pianist's arm must rest on the finger the way thdylrests on the foot and "walk" on the fingerswag

the body walks on the feet and legs.

Finger action alone doesn't make it past the Igh&larm alone — though it seems to promise fastdr
easier results — makes for heavy, undifferentiataging that becomes tiresome to listen to. Itriyahe
combination of first the finger and - immediatefteawards - support of the arm that will enabldanjst
to play expressively and to project his or her sbube it pp or ff - to the farthest end of a cantmll.
Another way of saying this: the weight of the armsatat all times be available (right above the keysd
the fingers are the fine instruments that apply eight to the key. One could compare this to the
workings of a faucet: when you turn the faucettbs,liquid must be immediately available so it fiamw
out unhindered. The arm weight is like that liqultg fingers are the faucets. It must be stredssdve
are talking here about the natural, NOT HEAVY, weigf the arm, resting firmly but effortlessly dmet
finger(s), which in turn rests on the individualyks.

We can think of the arm as a train transporting@ssengers, the fingers. When the train stogeeat t
desired destination (e.g. at a C that needs tddyeg by the third finger) the appropriate passe(ie
third finger) gets out (N.B. it is not pushed orust out by the arm / train). The use of under estation
(the wrist tilted towards or away from the thump}imizes the exit of the fingers to the keys (a$ep
that is rolled out between the train and the ptatfo



For achieving a legato (without the use of the Hdaer intervals larger than the hand-span | aise
image from my native Holland. The fingers are like feet and the skates, which push against the ice
carry the body across it; that same way the arraliged across the keys by an initial push of thgefrs,
NOT through use of the shoulder muscle lifting &ine off the key and putting it down two octaveshag
It is the finger that starts the movement and tine fallows - without interfering - in a natural fig | call
this the "cat-jump”. So, for example in an arpeggather than relying on awkward and time-consgmin
movements of the wrist (the infamous "moving unafgthe thumb” that we were all taught and that vsork
only at very slow speeds) we must learn this basitjump" technique. But it really applies to all
passages, even to scales where optimum velocitgrigrbe obtained if the wrist is kept steady, dne
takes care of the transportation (the arm is entiyweapable of rapid speeds and of effortlesslyngiirag
speed) and the fingers move vertically down (arl fupm the hand knuckles. Chopin’s Opus 10 Ncs 8 i
an excellent study to achieve this technique. énethd, it is the ear which is the final arbiter titee or not
a seamless connection is achieved. As Ralph Kiitjparote, “the working out of a musical interpréta
ort the solving of a technical problem is insepégdiom the necessary life-long process of trairting
ear.”

However briefly, the arm must rest on the fingdrisT it must be emphasized, represents the tedmsite=
of the medal; on the other side is the requirerfaamthe ear/mind to be present in each sound aodlio
hear the next sound when it is actually there;nie word: LISTEN. The two must go hand in handt jus
technical work at the keyboard without attentivenissa waste of time and a learning of bad habits.

3. THE USE OF THE SUSTAINING (RIGHT) PEDAL
N.B. What follows below refers to the use of the ght pedal in music of the (later) romantic period.
There are subtle differences for the classical anithe “classical/romantic composers (e.g. Chopin)”.

| have heard countless very talented pianistsaiperformance by incorrect pedaling. The basic
procedures are not that difficult although the ffipeints of pedaling need the individual attentadra good
teacher. Here | will present an outline of whahiglved.

There are three generally recognized ways of usiagight pedal called: legato pedal, staccato pauh
half pedal (We will, in this summary, not discusstfier refinements as e.g. flutter and vibrato Peda

Of the three the legato pedal is the most commoségd:
a. Press down the first key (or group of keys)
b. Press down the pedal
c. Keep the pedal down
d. Lift the hand and when the hand(s) go down fontéet note or chord then — NOT before, NOT
after —, lift the pedal up and immediately back daagain

Three caveats:

1. The pedal must be PRESSED down, not stamped athér words we must remain in FEELING
contact with the pedal all the way down in exattly same way as we must remain present in the
vertical descent of the key to the key bed

2. The pedal must be GUIDED up; do not suddenly takefoot off and have the pedal "bang”
against the lyre (compare this too to the liftirighee finger off the key). As with the pressing
down of the key it is helpful to imagine a thousainid layers, between top and bottom of the
pedal, that are compressed gradually, either fasibavly on the way down and released the same
way on the way up.

3. There must be sufficient time between the up- amdrdmovement of the pedal in item d) above.
If there is not sufficient waiting in the “up” pdisin before going down, then the dampers will not
have sufficient time to dampen the strings anditsesound will continue to sound during the
second sound, the opposite of what legato pedaiswaraccomplish.

The staccato use of the right pedal is intendemi¢ate a more sonorous sound on each tone or dveard.
achieve this by pressing the pedal down at the sangeas the keys go down and having it come upwhe
the keys are released.



This pedal-use operates on the principle of allgwhe overtones or harmonics of a particular tane o
usually, chord to vibrate "sympathetically" alonghathe original sound.

To test this out, hold down silently in the middégjister e.g. the notes C-G-C-E (interval of ahrthis
lifts the dampers off the corresponding stringshed these tones are able, giving the proper fueddah
to vibrate "sympathetically”". Then strike a C ie fbwer register of the keyboard and you will hider
upper-harmonics sounding along with the fundamehtalso works with lower harmonics, for instance
holding a low C down and striking an octave C ia thiddle register, you will hear the lower C vilimgt-
again- "sympathetically".

The third use of the right pedal is called half-gled

I mentioned above that there must, in the legatlahée sufficient waiting between the pedal comipg
and going back down; otherwise there will be arrlaye a "bleeding” of the first sound into the ced.
In half-pedal on the contrary the foot goes dowitkjy after having come up so that there is sonreyea
over from the first sound into the next.

This is sometimes, in fact quite often, what a cosgp wants. A classic example is Chopin's PreluggsO
28 # 7 where in the first measure the low E inlithss needs to be sustained while, at the samettime,
dissonances in the upper voices of that measuktodee minimized. By going down swiftly with the
pedal immediately after having come up, the shangrer strings will be dampened whereas the lower
string, in this case E, does not get enough tinteettsilenced" and keeps sounding: exactly what the
composer intended. The rest of the piece requiilesame pedaling.

So far we have discussed three elements that dielhe physical/mechanical requirements in the
interplay between the player and his or her insénim

The following seven points have to do with the makfeatures of the pianist's art; in other wofdafures
that we share with our fellow musicians.

4. RHYTHM

Rhythm (and closely related to it, articulatioe, iegato, staccato, non legato) determines tlagivel
length of the sounds we produce: shorter or longer.

The way rhythm is notated in Western music is @ugse of very serious problems that can only be
overcome if we re-interpret the symbols we seeherptinted page.

Below we see two quarter notes and one half note:

1

Just looking at the page we get the impressionsitvatething (a sound) happens on the first, secodd a
third beat.

This is totally erroneous because the notated sigrdrdy show when a new sound, a new "event” igitak
place and not how long it lasts. The real meaningach symbol is NOT the black or white dot thatsee
on the music score but the duration in betweend®ate which we do not see. Therefore the first quart
note represents a line, a "duration”, the secomdtgunote the same duration, the third, half nate,
duration of double the previous length.
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This means that the actual sound, the music itsé&s place in between the notes printed on the.pa
This in turn means that we must learn to remaisqme(with our ears and our mind) to each soundgor



total duration and although the hand and the ey&t move on to the next notes, the ear must keeginigea
what is actually there as long as it is there. \lttthis mental activity pianists just "go throtighe

music, they are never really IN it (see also th&t firinciple above).

A famous Zen image compares the Mind to a mirrdiictv simply at each instant reflects what passes in
front of it, but does neither anticipate nor follafter it. No past, no future, but only the timedd°resent.
Each note must be listened to as if it were thst fis well as the last sound of the piece.

| recently discovered one of the worst invectivethie Japanese language: "Manuke" which means
something like "stupid imbecile". (Note: | have hesmimonished to never, under any circumstancehase
word against another human being!). However, tieedi translation of that word is: "lacking thedntal".

| am sure that the refined aesthetic sensibilityaganese culture may be attributed at least irtqéhis
national character trait of "being present in thteival".

And a prominent modern ltalian scholar has desdriliee unnoticed loss of the interval" as “he canfse
the cataclysmic nature of our world today.” As @aa see, we are dealing here with ideas of fatiagc
import.

Often the general public which is lacking in undansling may be impressed by a performer's speed ,
dynamics, technique etc, but nothing of real vakmeains after such a performance, which becomes, at
best, entertainment or an athletic feat that haisimg to do with art. True art must touch and mthe
heart/mind, the emotions and especially the spiat,just the senses.

This "listening to each sound as long as it laist$he musical equivalent of the technical probleen
discussed under # 2: How to move from one noteémext. These two aspects are two sides of the sam
medal.

5. MELODY
Western notation is better suited to indicate mglbecause by just looking at a score you carifteie
sounds go up or down.

Here however we pianists are confronted with a leapdof a kind that is particular to our instrument
Here, under the aspect of melody, we encounteirgaiat sounds as going either to the right dhto
left, rather than UP or DOWN.

Without this "going up"” or "coming down" the piadoes not sing and that is the most common criticism
leveled at our instrument: it doesn't just natyr&ling" like for example the human voice or theliwi. We
pianists have to work very hard at it and unfortelyamost of us don't. That makes again for medatni
instead of musical playing. Good remedies arededd "sing" the melody lines (and of course even
accompaniments are "small" melodies which alsoiredhis feeling of up and down) or to indicate thps
or downs by movements of the hand up or down @ftehnd thus "conducting” the right hand part and
vice versa).

The spatial coordinates of "up" and "down" areitdl importance in all areas of our lives, both
intellectually (Beethoven speaks of working out asinal idea in all its height, width and depth) and
especially emotionally.

We speak of being "elated" or being "downcast"fquersonalities that are always kind of "in the di&,
lethargic. At any rate, piano playing that lackss# ups and downs is "flat", non-inspiring, notlyeahat
music is about.

The remedy to counteract this less than musicgimas actually quite simple since we are all endd
with a musical soul which likes to expand and cactteand which reacts to this expansion and cordract
more profoundly than to any other element of mesicept rhythm.

| advise my students to think of the piano as beiaged on its side with the bass on the floorthed
treble near the ceiling (a little like an accordion

A good exercise is to simply take a central toag,middle C and slowly move from C up to D, C taCE,
to F etc to get us "in the swing" (we must do thme exercise going down of course). In another @nag
melody means sounds that go up and down mountad¥swalking on a flat surface.



| am of course not the first to stress the imparéaof listening to great singers as well as other
instrumentalists since listening to music thatdas4marmonic is an excellent and easy way to become
sensitized to melody. | have heard some marveltayng on Chinese string instruments and previously
had my ears opened (slightly!) by listening to amdRagas. A great sitar player as Ravi Shankar will
slowly start to progress in very small intervalssd than a quarter tone) from a central tone, gtbdu
making these intervals larger until he eventuallyytstretches our musical soul to its very limigst all

cost we must get rid of mechanical, technical hi® left and to the right", horizontal playing!

6. METER and METER ACCENT

The term “meter-accent” is perhaps the most unknamrecognized and misapplied of all the elemehts o
music. When pianists think of it at all they thiokit as a dynamic accent, e.g. in a 4/4 measwiepjay
louder on the first and the third beat.

(I heard a famous performer state that once inipubhd when | asked him how in that case we wdagd
able to play with meter accents on the organ gpdieinord he had — of course — no explanation tergff

A great part of the problem is that the term “metecent” is a misnomer of the first rank. It seemsnply
doing, stressing something, playing louder, whereigson the contrary a “non-doing,” a letting dbat is
required.

The actual function of a meter accent is diffi¢caldefine in exact terms or measurements and or th
reason it is better to think and speak of it atfin terms of a “feeling.” A meter accent thenadeeling of
release or relaxation, of "letting go," of non-eff@ne could think of it as a "going down" of andoictor's
arm on the "down-beat" - others may think of itg@sing up" at any rate it is a feeling lafhtnessand not
heaviness — followed by a going up. One may alsdtsa terms of the opposing forces of gravity amdi-
gravity.

At some point | will ask a student: " Do the strenpeats in the measure express a feeling of itibalar
exhalation?" and practically all of them will ansveerrectly: a feeling of exhalation. The ideal way
thinking about meter accents is indeed as a bregathiand breathing out. Without meter accentgsiot
follow each other as (again) bullets shot from a:guang pang pang. A proper meter accent integeaies
structures, in a very natural manner, the successiootes.

At least theoretically most performers will realibat "something must happen™ on beats one and thra
4/4/ measure, on one and four in a 6/8 measur@m@uige first beat of a 3/4 measure.

Few realize however that meter accent is not aemaft"all or nothing" but of a continuum, a vedidine
("up and down") where each note that is playeditsgdace on the ladder of "more or less" meteeatc
To take a 4/4 measure that contains sixteen sitttewrtes as an example:

the most feeling of down, of release, of letting @zcurs on the first sixteenth, the next moslirigeof
release on the ninth sixteenth (the third bead) ntbixt most feeling of “breathing out” occurs oa gecond
main beat (fifth sixteenth note) and so on as tw®mpanying graph shows.

It is certainly partly a question of semantics thattend to think of “down” and of “downbeat” as
something that is heavy and punched whereas, ocottiteary, the feeling of a downbeat must be one of
release and non-effort, of exhalation.

Again thinking of a conductor's arm-movement helpdo see that in a 3/4 measure the main feeling of
down (of "lightness" and "lifting" of "letting go'Hhappens on the first beat, the second beat hesdiag of
going up and the third beat of going up all the wdnych means "the most effort” (it requires morfefto
keep the arm up than letting it relax downward!).

See examples for 6/8, 3 /4 and 4/ 4 meters at thedeof this section.

I would like to add that | have found working witieter accents most helpful in Japan where the Egeyu
does not, as e.g. European languages, have thisahigeling of accented and unaccented syllables
(Father, Mother). Notice also that in these langsate meter accent does not need dynamic empirasis
stress.



Nevertheless, in Europe as well as in the UnitedeSt musicians - even famous ones - are as a whole
lacking in this aspect of music. One of the greaaessts of the 2D century, Dinu Lipatti, in a letter to a
South-African piano student who had requesteddhitca, speaks of the improper understanding of mete
accents asdne of the most serious errors in musfc He mentions it in second place of three
“fundamental laws of music ... which, unfortunatetg aeglected by the majority of interpreters.” litpa
continues: “stressing (weighting down) the stroegtlis one of the gravest errors in music, sineddtier

is only a rebound towards the weak beats; therlateethe ones that have the true emphasis.”

George Houle, in “Meter and Music 1600-1800" docutagin treatises by Holden, Steele. Printz,
especially Johann Adam Hiller and others, that term@ccent must be thought of not as loud vs. baoft,
as long vs. short and in doing so harks back tmg tradition. For many centuries the notes rengia
meter-accent were called “good parts” vs. “badgiddr the non-accented beat in the measure; Hiller
again following a long tradition, re-casts thattérology with “longer parts” and “shorter parts“dan
concludes that “the bar line, which indicates tbevdbeat, always comes directly before the long.hote
(see Houle op. cit. page 84).

No less an authority than J.J. Quantz hedges késdoewhether the “good parts” are to be emphasized
dynamically as well as lengthened and makes cadédtihctions between different time signatures, th
note-values and the speed of the passages invdtweduld behoove us to set aside ouf' 2&ntury
altogether unwarranted sense of condescension dewiaese older theorists (I myself liked to thirik o
them as rather pedantic!) and study their treatisbsthe greatest respect and thoroughness.

And might one not wish that our string-player fidsrwould take to heart what Geminani wrote in 1751:
“So in playing Divisions, if by your manner of bavg, you play a particular stress on the note at the
beginning of every bar, so as to render it predamiiover the rest, you alter and spoil the truefihe
piece ... there are very few instances in which itdsvery disagreeable.” (Houle op. cit. p. 108)

Alas, as Heine knew so well, we are too busy peadiour scales and arpeggios to be bothered lsgthe
“non-essentials.” Yet, in all of this one conclus&tands out loud and cle&o two conjunct notes in a
measure (of equal objective value) are to be playevenly!It means that e.g. in a 4/4 measure with all
sixteenth notes, not ONE NOTE should receive tinees@alue as another. All are assigned subtle
differences of proportion.

My own conclusion is different from Hiller and QuanRather than dwelling on the (so-called!) strong
beat we must, especially in faster passages (egixteenth notes in so much of Mozart) and ida 3
measure, alight from that beat just a millisecamstdr unto the (so-called!) weak beat(s). Only tives
to music the lightness, the bounce, the “rebouhdt Lipatti was talking about.

The consequence of all this is enormous sincesichhy gives the lie to our rather indiscriminatge of
metronome practice drills which aim at absolutechir@e-like rhythmic evenness. It brings us muclseto
to the “notes inégales” of the French traditiort faated until the late f8century (Houle). George Muffat
wrote at the end of the Zentury: “...all these (notes) are not equal to ezthler as written. This would
be sleepy, inelegant and flat.” Might we add thedvionechanical” to the list?

So much for our idolatry of the machine, our additto the metronome and dirth of “elegance.”

(The study of Mozart’s piano sonata in A Minor K13gives a wealth of opportunity to work on this exa
point. But one must learn to pay attention to takcdte rhythmic nuances Mozart very clearly writethe
score — and that a recent facsimile edition pretiizh completely ignores in its printed transcriptio

And let us remember that Mozart wrote this sonat@aris “in the French manner” according to G. de
Saint Foix in “W.A. Mozart” Volume l11.)

| don't need to stress that of all of this appbefrtiori to Romantic and later music (but may lvee
protected from the excesses this has given rige to!

As to the “digitalization” of Bach marvelously cabile melodies, let us just pretend it never hapdento
speak with Ravel's Scarbo: “Quelle horreur!”

Below, expressed in spatial images are the diffgseoportions for respectively 6/8, 3/4 and 4/4dim
signatures.
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Keep in mind that thesspatial differences (vertical lines of varying length) stibe interpreted in
temporal terms: long (er) vs short (er).

N.B.

It is important to realize that meter-accents dbjust apply to one beat or measure at a timeanl8
measure musical period for example, the most fgalfirelease would be on the first measure, therskc
most release on the fifth measure, then measuee,threasure seven, two, six, four and eight. e ca
think of it as the larger waves of the phrase whthsmaller waves (the individual one-measure meter
accents) within. | might suggest working on timghe Theme of the last movement of Beethoven’ssOpu
109 and particularly in the second variation whiefthout these “up and downs” sounds simply asreese
of isolated notes (or at best beats) that do neg laay structure. Let us not forget to build ipaypriate
short and longer breathing pauses, and notice bshegainstaking way in which Beethoven has mdrke
his intentions in the score. (The treatises meetioby George Houle speak“silences of articulation”
and we would do well to re-integrate that termim musical vocabulary.)

A good example of a smaller 4 measure phrase céoubé in the first movement of opus 109 where one
must pay attention to the fact that the motivetstan the “weak” beat, in other words we must treat

on that beat and breathe out — a feeling of releasethe first beat of the following full measunet the
other way around. The Theme of Mendelssohn’s Waria Sérieuses is another example of this, startin
on the weak beat that must not be neglected bgeahermer.

It cannot be emphasized strongly enough that tbeeaholds true for ALL metrical music: without the
meter-accents of the larger waves as well as tladlesnones, the music simply does not “hang tog&the
just keeps breathlessly panting along, in a waldes not BREATHE.

N.B. 2

A good way to practice developing a feeling for tips and downs of meter is for the wrist to imitiite
conductor’'s arm: releasing — going down — on thealled strong beat, the “thesis”, making the e ftd
going up on the “arsis”, the so-called weak beat faneathing out and in as you are doing it. Thagda of
course is (besides the physical reality of hypentileting!) that we easily mistake the movementang
down for the reality of what one wants to acconiplis



Thus up and down movement should become the effetthe cause of feeling meter. It should be used
sparingly and limited to brief practice sessiomdyavhat feels totally natural may remain in actual
performance.

N.B. 3

(Of course: practicing with a metronome remaingesal (as | just reminded my granddaughter who is
taking piano lessons!) — but it remains a “necesseil.”

Having (infinitesimal) rhythmic unevenness as a nan, it is mesmerizing to hear the effect of notes
played evenly!

7. DYNAMICS
This element of music seems to be quite straigivdiod: you play loud or soft or in between, thatsseill
there is to it.

When | ask students - often very advanced studelittow do you make a sound loud or soft" they adino
invariably answer: | push down harder or less hard.

It takes frequently a long time for them to realjaad the longer they have played the piano thgdoit
takes them to find the answer!) that dynamic vamats a function of velocity, of speed: if | prez&ey
down fast, the sound produced is loud, if | prés®ivn slowly, the sound produced is soft — itilsEy a
matter of fundamental laws of mechanical motion.

There are two main dangers; when playing softljudent may not go down all the way to the bottom of
the key (the key bed) which makes for the kindttéfy playing | compare to "walking on eggs"; in
playing loudly performers often push down beyonel tlbttom of the keyboard thereby wasting energy,
potentially harming the fingers, stiffening the ammscles, and more important yet, creating a harsh,
unmusical sound, “killing” the sound.

Most sadly it has become habitual for pianistslideaels to try to play as loud as possible, craghnto

the keys (using the fingers, not as the fine imsernts they are in starting the process of toucthiagey,

but as metal sticks that must be thrust into ther piano) and creating sounds that are abominAiie.

here we touch on another major source of bad andmgsical playing: seasoned performers and students
alike pay less and less attention to what actualipes out of the piano and focus all their effortndhat

they put in; simply put: we are slowly but suretydetting to listen.

The problem is compounded by the fact that someopiaanufacturers make instruments that sound more
like steel mills than instruments made first anefoost out of wood and secondly that there are nowmnse
judges on the international competitions circuibwtave lost their ears and actually are impresgdtidse
murderous attacks on the unfortunate piano.

The worst offenders in this respect are followdra/loat used to be called the Russian School whib fin
admirers all over the world! Many of them seensthdays to come out of China where "louder" and
"faster" are seen as synonyms for "better". Thetfat the poor piano in the PR of China is called
"ganggin” - "instrument of steel" - does littleitoprove the situation, nor does the fact that thelést, the
fastest and the cleanest (as if that is an entdeff) players often win the prizes in internatibna
competitions.

| experience this as particularly tragic becaulsave encountered so much great talent and enthusiss
the piano in my teaching in the Far East.

Closely related to the question of dynamics isnttatter of "voicing”, on how to bring out one voiakan
interval or chord more than another.

Here too, as in the case of other elements of miisecnot a mater of all or nothing. Sometimes
performers have developed the habit of making aieevdominant at the expense of "the accompaniment”
(Debussy refers to them derogatorily as "fifthgin" piano players) not realizing that even thepsast



accompaniment pattern must be treated with camethier words as a melodic pattern, which may be les
important than the main voice but which still dessrour fullest attention.

Much more disastrous becomes this habit when apfdienusic that is - to a greater or lesser degree
polyphonic in texture.

Notwithstanding all the historical knowledge we daccumulated, even J.S. Bach, falls victim toe on
sided right hand emphasis and the same sad statfaiw§ befalls a fortiori composers like Beethoyesp.
the late Sonatas), Brahms, Debussy, Bartok, redlyd" and 20th century composers of note where so
much of the meaning is lost when we do not paynéitie to the interplay of contrapuntal lines.
"Voicing", the ability to distribute voices spatiabetween foreground and background and to give a
different character to different simultaneous lireene of the great assets we have as pianisanltvell
be compared to the development of the art of pets@ein Western painting and it is certainly nast
accidental that the art of part-writing, polyphobigssomed in the same period (14th century).

8. TEMPO

It seems that much of the time we either just gaésstempo or imitate what others have done befsre

It is true that the indication of tempo is an ingise art. Even metronome markings are only
approximations at best and at times can be downmggleading (as in the case of Robert Schumanmevhe
they are in general way too fast). Also, not altnmeomes are created equal: some are a little slthaa
others and some show the signs of age. As if fimtconfusion enough, composers themselves ae oft
not really sure what markings to choose and whanimg their works performed with the indicated
markings are unhappy about it (Wagner is a celetirease). It is both instructive and scary to stualy
Beethoven went about setting metronome numbersisacores.

The best advice | have read comes from JohannésrBravho, in a letter to Clara Schumann, first of al
discourages her to go through with the projectssigning metronome numbers to her husband’s works,
and advices - if she feels she must — to assigm@ace a tempo from the metronome, check it atlezg
intervals and AFTER A YEAR come up with a defindimumber. At the end Brahms re-iterates his initial
misgivings: “l advise you to stay clear of it, fatelligent people will pay little attention to you
painstaking labor, and will not use it.”

So what does that leave us with?
To a great extent it leaves us with just the bHal@n terms:

LARGO = LENTO = GRAVE = VERY SLOW

ADAGIO = SLOW

ANDANTE = WALKING PACE
Andantino = a little faster than Andante
Allegretto = a little slower than Allegro
ALLEGRO = QUICK, LIVELY

PRESTO = VIVACE = FAST

PRESTISSMO = VIVACISSIMO =VERY FAST

There are three important additions to be made:

1. In"Cut Time" these tempi become twice as fastfadus case is the first movement of
Beethoven's Moonlight Sonata which is often playeg too slow because the "Cut Time" is
ignored by either the editor or the performer)

2. In for example a 6/8 measure these indicationsydppihe dotted quarter note, not to the
individual eighth note.

3. A special case is formed by 3/4 and 3/8 measuresevdometimes the tempo marking refers to
the individual quarter or eight note, sometimetht®whole measure (as in Chopin's A Minor
Waltz and Beethoven Minuet in Opus 10 # 3; to bre flere are countless other examples).

To find the correct pace for each of the above mprkings it is best to walk them with the student
solemn procession pace for the Lento, a somewhkstslew movement for the Adagio, for the Andante a
pace that is no longer static, but dynamic, flowingt the way we normally walk but a very leisurelgik
as of couples in their eighties). Andantino istéelifaster than that, Allegretto is a little slavtkan Allegro



which means NOT fast, but quickly, lively, a margpiempo. After that comes what | think of as a
postman's walk, fast and then faster yet when hesita get home in a hurry.

One could compare this sequence to an importantdiwgaeremony where the couple walks up to the alta
or to the official very slowly, the end of the cereny when the pace picks up slightly, to the lesustroll

of two people in love who, when the children stararrive have to move faster and faster to keeunil

at the end they are practically running (VivacissimAfter that of course the process takes place i
reverse!

Knowledge of how tempo indications may have diffémmeanings in different time periods is certaiofly
the greatest importance, but as a general rulleuniib | have found that walking the tempo worksiioa
85% of all cases for compositions from the Baropeeod on. In the other fifteen percent we haveetp
on our musical sense or ... imitate the tempogreat pianist! And of course, Brahms’ advice tor@la
applies in this area as well: try different temfmsa whole year and then decide on the one ydudee
right!

9. STYLE

In this department only a lot of experience, knalgke of history (especially of music history) and tifie

of individual composers can help out. Mozart is tadbe played as Bach, Beethoven not as Mozartpi@ho
not as Rachmaninoff. The general classificationarhposers in their historic periods can be of sbeip
(Baroque, Classical, Romantic etc) but only a thgtoknowledge of a variety of works in the samequkr
by a particular composer can eventually develdpeadense of style.

Not to be forgotten is knowledge of the progressigeelopments of our instruments: a modern Steinway
sounds quite different from the Graf pianos of Swtls time! The use of the sustaining pedal in
Beethoven differs (rather: should differ!) astroncaily from Rachmaninoff.

Unfortunately more and more pianists seem to halygane style: their own. They often even pride
themselves on their particular "exquisite” soundlify, not realizing that each composer has hisesr
own sound ideal, that this ideal is different fack composer and not the prerogative of the intéeps
vanity.

It is clear from the above that the developmerd gbod sense of style is the work of a lifetime!

10. STRUCTURE and ARTICULATION
The basic question that is answered by structunallyais is: how is a composition put together, i@
constructed?

It is good to begin by analyzing the larger pard then work down to the details. A Sonata, or @otaoc
or Symphony for example consists (usually) of saMerovements, each movement is divided into
sections (ABA, Theme and Variations, Expositiony8lepment, Recapitulation etc), each section is
divided into phrases or sentences, phrases intdfswdtereas the motifs themselves are made upfout o
individual notes.

The sins committed against proper understandingdatideation of phrases and motifs are frequent and
"dish ear ten ing;” numerous are the performers ehmp up motifs as the previous word, or produce
non-sensical phrases, totally devoid of structcoeparable to a poor speaker who doesn’t use patitu
marks or build in pauses between one phrase anmkttigand even of course subtle spaces between
individual words and syllables), but keeps droniing The problem is that we all have learned toaRkist
the notes for the music and have truly forgottelisten for MEANING. Individual letters (spoken on

the page) do not carry meaning, and it is the Samiadividual notes. If they are not grouped tdget
properly (by means of articulation, meter-accesggsitive pauses, proper timing etc) what we heaon-
sense.

Few are the artists who distinguish in their playihe refinements that we still expect to heaamgluage;
the “a” in a-tonal will be a little longer than th&’ in Amen. As Bob Hope knew: in getting a joker@ss,



timing is everything. Too much time between wordd ayllables dilutes the point, too little time obees
the point.

It reminds me of the time | bragged to my childtieat | was an “old pro on a bicycle” (after algrew up
in The Netherlands) — they repeated the phraseammg agreement but by placing the meter accent on
“old” they give it a meaning quite opposite to three | had intended!.

Incorrect structuring of phrases and especiallynofifs (they after all the genetic building bloaksthe
whole structure) is perhaps the greatest evil wibugon us by almost two centuries of wrong-doing
started by none other than Carl Czerny (see htecdiditions of the Beethoven Sonatas) and given th
ultimate stamp of approval by none other than IReofessor Doctor Hugo Riemann. Who would dare to
guestions such authorities?

(Read George Barth: “The pianist as orator” fotHar details).

It is truly most tragic that the general public andst performers are literally brain-washed intgipa
attention mainly to individual notes: are theythbre, how fast, slow, loud, soft, even etc.? Bfénere is
a dim awareness of how they are grouped in sergersxely do we ask ourselves whether the internal
structure of the motif makes sense and is deliddie way the composer intended it. It should ssepmo
one that Beethoven’s piano playing was describaggsdifferent from the flat, even performanceotier
pianists; Beethoven, the architect, knew a thintywarabout structure.

How many performers have | heard butchering thenmégg motif of Beethoven'’s opus 101 (I have been
one of them!) by changing the trochaic meter ofdhening “long/short, long/short, long/short, longto a
iambic meter “(short) long, short/long, short/losgprt/long and compounding their guilt by arbityar
altering the phrasing and shifting the beginninghef motif from the first dotted quarter of measiiéeto
the second dotted quarter into measure 17. Thisdrichinately crossing the bar-line, this “fallingo the
strong beat”, (e.g. always playing an eight oresxith note at the end of a measure as belongig toext
measure) has become second nature to all of us.mbine seemingly “natural” we think this is, theaper
the effort that will be needed to eradicate itadicate it we MUST (see my article elsewhere oniap
site” “The Cure for the Romantic Virus”) if there éver to be any hope of truly understanding thed@e
and Classical composers. The Romantic composeyguaiciously start to experiment going across the
bar-line (Schubert is a gold-mine if one wantsnderstand how very refined composers’ intentiorniis
regard are notated and so is late-Beethoven),Maut Bebussy, his fulminations against the “tyranhthe
bar-line” notwithstanding, does not as a rule “smsr”.

It cannot be emphasized too strongly that with@appr separation and delineation of motifs, phrases
sections, the meaning of a piece of music getsalodtit is no exaggeration to state that all opiasists,
great and small, have been trained to make MIN EEMI of Bach (especially!!) all the way up intfoet
twentieth century. For example the motif, the b&Giestalt” (constructed out of two motif-syllablesat
are perfectly symmetrical) of the famous two-paxtention in a Minor stops at the bar-line and dS&sT
cross over into the next measure.

As just one example of thousands how a motif magltezed | might suggest studying Schubert’s well-
known Impromptu Opus 94 # 3 in F minor which intite pages displays an indescribable wealth of
refinements by different combinations of legato/tegato articulation that cause corresponding dedic
variations in the meaning of the motif-groupingssi@aming that you use an Urtext edition and forget t
homogenized articulation suggested by the editdrshould add that even the best Urtext editiomsot
guarantee a proper understanding of a composéestians. Almost all of them provide fingeringsttha
suggest a phrasing “into the strong beat” of bottifs1and sentences that is incorrect.

Returning to Bach’s a Minor Invention as just omaraple out of a myriad, a previous Henle Urtext of
Bach’s Inventions supplies us in m 6 with two fifthgers in succession suggesting that the finstesee
ends on the strong (third) beat and that the rrati$ mentioned above — starts off the beat ondtens!
sixteenth note.



The editor of an earlier Barenreiter Urtext (198ffers “helpful” pause marks “where difference of
opinion seemed out of the question” and generatpon generation of pianists — before and afterve ha

swallowed this “wisdom” as dumb sheep.

37. Praecambulum VI

For better legibility, here are the “helpful” pausarks emphasized in red.

37. Praeambulum VI
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The fallacy of this scanning of the motif shouldttansparent if we look at mm 9 and 10 where the
symmetrical groupings of the motif-syllables infHaédr lengths (and the whole motif contained wittfie
bar-lines) precludes even the most unintelligeaygi from crossing over into the strong beats; more
obvious yet perhaps in measures 19 and 20 (seepéx&m@iow).

Invention in a minor
J.S. Bach
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| believe it is only a question of time before editwill realize that the fingerings in their Urtexwill need
to be revisited and that a new edition is called @uess who will be laughing all the way to thaka

certainly not the performer!

| am certain that a proper understanding of mostiacture will make present-day piano playing sbun
pretty much as antiquated as the unremitting legite, doused with a generous dose of pedal-goavy
the early part of the last century sounds to ous tzday.



Let me conclude this urgent plea for a radical nmafand re-thinking of the whole matter of phrasamgl
groupings of notes with an admonition in no undertarms of Beethoven himself that | have quotedyl
“Cure”.

| am constantly amazed at myself, re-studying tbeke/| have performed over a life time, to realwav
incredibly much | missed indications that are nedatlear as day, in the scores of great compaoAsiis.
the case with many of the other elements of masily, intensive study will eventually enable the
performer to express accurately what the compasgirhmind and heart and, prior to that, simplyhea
read a score correctly.

Much more about all this in my article — on this Mate: “The Cure for the Romantic Virus.”
11. MEANING

However, there is more to art than the "nuts arittbwe have talked about. There is another lefel o
meaning which transcends what we have spoken af npw and lifts music up to its proper dimensian:
art which, as the Aborigines of New Guinea defionersarvelously, "is not put together out of differen
parts” (the true etymology of the Latin "componégré'There is they say "another kind of musicstbine
true and authentic, which alone is able to offdnalling place to the Spirit."

For that reason | will conclude this essay - follegvthe hallowed example of Aristotle — with twoits
that refer to the Metaphysics of Music.

2500 years before our era (in the West: Anno Donttiire Greek philosopher wrote down in a series of
Books all what at that time was known of the ndfyplhysical world which our senses can observeamd
intellect try to understand. After these Books goihg above , beyond the physical, there looms the
ultimate question about the Nature of Being. Atistcalled these Books the Metaphysics.

Well, what is it that goes beyond, that transcehdsvay music is put together, "composed"? After
everything is studied, analyzed and understoodherighysical level" — the ten principles describbdve
-— there looms large and almost inscrutable thetipreof the true meaning of a piece of music.

All the above principles, however necessary they breg do not suffice to lead us to solve this udtien
guestion. The study of theory or history or analysn only "point the way" to the next step: wisahie
ultimate nature of Music, what is the ultimate magrof this particular composition?

The poet T.S. Eliot writes in his "Four Quartet®Ve had the experience but we missed the meankgl"
approach the later years of my own life | can ady: How true! Occasionally in some blessed momients
—and | am sure all of us — have touched on théicemysterious "some-thing" which transcends adgo
solid, professional rendition of a work and bringsinto contact with a different dimension of esiste,
with the world, as Plato would say, of Ideas, aétReality.

The last few years | have become even more awatesofinsettling truth as | delved deeper into ohe
Beethoven's sonatas, Opus 101, dedicated to DaretireErtmann, who — | am certain — is the woman to
whom Beethoven's famous "Letter to the ImmortaloBet" was addressed (see elsewhere on this site).
Comparing my understanding of the work now to nigripretation of it ten years ago | can hardly hadie
the abyss which exists between these two differer@ periods. Even though | was a competent musicia
at that time, there is a world of difference betwegy interpretation now and then; to speak agath WiS.
Eliot, at that time, ten years ago | "had the eigraxe, but missed the meaning". Have | achieved the
meaning now?

As with everything we spoke about before, we miygags think in terms of a scala, a spectrum, not of
extremes. In terms of dynamics there isn't jusy pganissimo and fortissimo but all the gradations
between; in terms of articulation there isn't jsisiccatissimo and legatissimo but every shadetimgam;
in terms of meter as well we have seen that ieigena question of "all or nothing" and that hdiolsall
the “elements” of music we have discussed.



So it is with the "ultimate meaning" of an artwovke may be far away or get close to its ultimate
realization but there never comes a point whereamesay: | have got it forever. That search is Weaps
a Monet painting over and over his water-ponddiked Giacometti sculpting his tall striding memother
words, a truly masterful performance is alwaysfg giways something that transcends even the best
efforts of our mind/hearts and intellect. For a&kla€ a better word we may call this the spiritushdnsion.

12. TRANSCENDANCE
To get in touch with that level of existence anttlagre is basically only one thing that we ardechlipon
to do and that is: Do Nothing.

It happens to be one of the hardest tasks, asuliffis Jesus' injunction to consider the lilieshef field
who do not toil or spin but are arrayed in greafgendor than Solomon in all his glory; or to beedike
little children so we may enter the kingdom of Heav

This year | will, as so often, be returning to e East to perform and teach. | am — and have bee
going there in part as an expression of my gragitiwcthe nation, China, that brought forth the raad the
Way of Life of whom | have learned so much, Lao &sd the Tao Te Ching as well as to the country
where this way of life has been preserved mosy fakpan.

The fundamental teaching of Taoism for me has bieewroncept of wu-wei. As the Zen verse sums up so
succinctly: Sitting quietly, Doing Nothing, Sprimgmes and the grass grows by itself."

We must allow the music to speak for itself, inddadugh the intermediary of the pianist, but witho
interference of his ego; it is only when and to ¢léent that the player manages to get out of itterne,
that the performer and the music will become onis. dnly then that "clock-time" — time before dirde
after -— becomes transmuted into Whole Time, GFeag, only then that we no longer think of a piete
music as starting at a certain time and endingfample twenty minutes later, but where we hold, as
Mozart so admirably expressed it, the compositevef a large symphony) in our mind as One, Whole,
Timeless entity. | have heard a music critic exptiesnce as follows: "It seemed as if the perfarired
swallowed the work whole" (rather than in pieces).

The Greeks called, as | have written elsewherg Whiole Time which is more than the sum of itsgpart
AIOON. Itis only upon entering this domain that wan go beyond the opposites of Form and
Formlessness, beyond the world of Sounds and absdér&ounds and enter there where Music's highest -
and paradoxical- ideal may be realized: into tloelavof Silence or, rather, into the domain wheoaig1

and Silence have become ONE.

Only in Silence, or as Lao Tsu writes - about thme time as Plato describes the phenomenal world in
terms of prisoners in a cave unable to see truéitiRéaf which the shadows on the wall are only the
projection) — in the “Void, the Mother of the wortdl phenomena, of appearances” can we touch onighat
Real.

True art properly understood is a call to aim tbhel@f our endeavors inwardly. As the famous Zerstda
in the art of archery, Kenzo Awa, said: "the gdalttwe must hit is not out there, but within owssl"
Only by hitting the mark inside ourselves, thatig becoming more and more ego-less, can trulyt gnea
be created.

The Bagavad Ghita expresses that same idea:
“(S)he who thinks

| am the Do-er

(S)he is in error.”

To get rid of the “practical desire” (T.S. Eliot;gttein-= to do, to act), | am sure you will agree,small
task! To quote T.S. Eliot once more:



".... to apprehend The point of intersection & timeless With time, is an occupation for the tsailNo
occupation either, but something given And takerg lifetime's death in love, Ardour and selflessnand
self-surrender."

Lao Tsu wrote over two thousand years ago:

In the pursuit of knowledge every day somethingaguired
In the pursuit of wisdom every day something spiired.
Less and less is done until non-action is achieved
When nothing is done, nothing is left undone....."

Post Scriptum

The reader who has perused these pages may wkdireXtly God, this never ends” and, of course, é)h
is right. It is the work of a life-time and wortlof it because, although seemingly taking place siola,” it

is really the “inner” work to which we are all azdl if our lives are to be more than just “passhrgugh”
this planet earth. It is a work that in many diéfet ways will go against our immediate gratificas, likes
and dislikes, in one word, our ego. But, howeweich it may — certainly at times — go “againstghain”
we persevere in it because the life of “distracfrmm distraction by distraction” as T.S. Eliottcsinctly
sums it up, goes against another grain, that ofroer authentic self, and ultimately becomes eviere
painful than, as my Zen Master, Harada Sekkei Rastde said, “Dying the Great Death, the Death of
self.”

It is understood that the master-teacher doesvesbarden his or her students with a thousand aed o
prescriptions or prohibitions. There are no “goatsbe achieved, only a process that needs entimsia
guidance and loving care, a process that appliesiobeginners as well as to concert pianists.

He or she might well start out as Bach did, alw@yeach lesson) further refining the art of tonghhe
key, listening to the sound, distinguishing trupression from its many fake counterparts and gugittie
student by means of the Ariadne’s thread embodie¢hd ten principles | have outlined above. One¢ th
achieved, in his or her own freedom, the studehtohbose the rest of the Way.



