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WRIST FLEXIEILITY

In piano playing, flexibility o the wrisis should be considered very
imporiant, as any tension or siillness here usually hinders successlul
playing. A good rotational movement and wrist dexibility will enable
you 1o move [reely around the keyboard. This should ideally be

accompanied by a loose [orearm, lor easy movement up and down

the keyboard.

Flexible wrisi: exercise 1

Aim for constant movement in Lthe wrist when playing as this will

prevent rigidily; avoid holding your wrists in one position, or placing
them oo high or (oo low. In order (o achieve this, try the [ollowing

exercise:

Upwards mowvernert D cverrvarard s moresmert

1 Start by waving your hand from the wrist, lirst 2 Now make a rotational movement as in waving
upwards then downwards, with the wrist acling as goodbye.
a hinge. Do this with both hands.
3 Finally, make complete circles in the air, using the
wrisls as Lhe hinge.

This might seem exaggerated, but it will help you
Lo gel used o the movement required Lo develop
complete [reedom.

Flexible wrisi: exercize 2

1 At the piano, place your thumb on middle C. 2 Drop your wrist and hand whilst continuing 1o
depress the key (Lthe hand must ideally flop down
on the keyboard in order 1o be really loose).

Rotate wrist between every note
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Key: [} minor

Time :Ign:turn:i

Tempao: Mnderal-:r.l: 115

style: Baroque

Plano technique:

* Independence ol hands:
playing two voices
simulianecusly

Airin D minor

Henry Furcell {1659-1635)

This elegant Barogue piece uses counterpoint — a
compositional technique typical of the period in which
two or more musical voices (or lines) play together.

PREPARATION

This piece is in ) minor, so let’s prepare by learning the D) minor scale.
Mote that the harmonic minor version shown below contains a Bp | as
indicated by the key signature, and an added C§ . Look at the suggesied
lingering and belore yvou play, check your posiure, ensuring shoulders
are down and your arms, hands and wrists are loose.

Work at the arpeggio slowly, hands separately. Strong [ingers are
developed by playing deeply (and (airly heavily) into each key, playing
on the tips ol your lingers.
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A phrass is like a musical
sentence. Taper off the ends of
phrases, and add a very slight break
in the sound before the next.

PRACTICE TECHNIQUES

Lefi-hand practice

Firsi look at the leli hand. [ conlains a quarier note [croichei) pailern,
almost throughout, which keeps the momentum siriding forwards. Play
the lirat [our bars through slowly, using the suggesied lingering. Use a
non-legaio (or *detached’) louch, aiming [or a delinile ‘gap’ in the sound
between each note. To achieve this allow each linger (o leave Lhe note,
and roll the hand [orwards and upwards, away [rom the keys.

MNow work at the remaining three phrases in the lefl hand. Wacch for
the hand and linger position changes which ocour at bars 4—5, 8—g and
10—11; these will need slow, concentrated practice 1o develop the quick
movements required.
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Right-hand practice
Divide the right-hand melody into four-bar sections and work through

these slowly without worrying aboul the pulse. Waich out lor the
fingering and hand-position changes at bars 8—-g, g—10 and 14—15.
Where there are large leaps in the right hand, such as those between
hars 1 and 2, try Lo maintain (exibility by practising moving [rom one
hand position 1o the next, allowing your wrist Lo be very loose in-
between. This will help the Quidity, rhythm, and evenness of lone.
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The right hand should be played legaio: each note played very smoothly
and “joined’ 1o the next. Where the phrase ends (al the end of each
curved line above the notes, so the end of bar 1 in the example above),
the linger or thumb can release the note, making a very slight gap or
‘breathing’ space belore the next phrase.

When you can play the notes in each hand without any hesitation, you
can siarl 1o work on the rhy thm. Firsi, tap the rhythms on your piano
lid. Subdivide the beat into eighth notes (quavers) (counting ‘one-and-

two-and-three-and’), count aloud, and then play along 1o the pulse you
have esiablished.

Hands together
When conlident, take two bars and play them with hands together at
a quarter ol the inlended speed. Il you make mistakes al lirs,, go even

slower.

Work through the entire piece, two bars al a time. Practice slowly
because playing non-legatoin the lell hand and legaio in the right hand
aL Lhe same Llime will require concentration, [ocus and probably much
repetition. Working a beat al a lime until hands are really coordinated
also pays dividends.

INTERPRETATION

Aim for a sofier leli hand which rises and [alls alongside the right
hand’s melodic line. Keep it light throughout, occasionally allowing
the right hand 1o experiment with a deeper Louch. The addition of
dynamics [ p signilies soli, sy, moderately soll, :.m:lf, loud) will help
Lo CoOnLOUT your interpredation.

* [['you find it dilTicult playing
wilh hands logether, iry
working on one beal al a
Lime.

* Take the first two notes (Ds
in either hand), then play
just Lo beat two (Cf in Lthe
right hand, and A in the lefi),
and stop.

* Praclice as many Limes as is
necessary Lo assimilate the
patiern and [eel comloriable
with the coordination.

* Now iry the same thing with
the subsequent beats in the
lirsi few bars, each beai aL a
Lime.

* Once the hands are playing
togelher luenily and without
any hesilations, play each
lour-bar section all the way
through as many times
as is necessary Lo achieve
accuracy, [ollowed by the

enlire piece.

* Gradually increase the
apeed.




Airin D minor

ZT 676 Henry Furcell {1659-1835)
Moderato J = 115 :
5 2 U e 3
3__,_..-——-—___‘_\_‘“: F.-""'-T-"\\\\ F FFF A l —— |
| 1 _] [ : : ’ : - 1 i | 1 _]

=T e Je, " e, |
=i | SESs L=
P
e e R
1 ¢ 1 -':5 !
4
11 41 ;__,..-—-—-—-._.;,-"E"'-q\;_;,-ﬂ“—;\l_ ",--"-‘_'-:---,,_
?’ﬁ"‘. . o - L . ri,
. e |7
e === r."" F e .
—— ; T4 =

© 207 Schott Music Lid, London
Flay it again: Fiano — Book 1 15



