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Abstract:

Kita melihat banyak sekali pianis-pianis muda dan mempunyai talenta yang tinggi setiap
harinya.Mereka latihan sangat keras untuk bias menjadi pianis yang handal. Mereka mulai
daftar ke piano kompetisi-kompetisi untuk dapat diorganisasi oleh manager-manager terkenal
dan untuk dapat kesempatan bermain di beberapa tempat recital hall bermain baik solo
maupun dengan orkes-orkes terkenal di dunia. Tapi selalu muncul suatu pertanyaan
mendasar, ‘Apakah mereka benar-benar sudah bermain musik, atau hanya menjadi seorang
atlit di atas piano.” Melalui artikel ini, saya mengajak pembaca untuk berdiskusi tentag teknik
piano dan hubungannya dengan permainan musik supaya khususnya pianis-pianis muda
lebih punya pengertian bahwa bermaik piano adalah jauh lebih dari hanya sekedar
‘memainkan” tapi lebih mengarah ke kontras, wama, dan bayangan dari suara-suara

khkAd

“There is that technique, the ability to play scales rapidly up and down the keyboard,
which is necessary, but which becomes very boring after two or three minutes of listening.
That instrument is capable of sounds which are loud and soft; but in between there are
many, many degrees of sounds which may be played. To be able to produce many varieties
of sound-now, that is what I 'call technique, and that is what I try to do.”

Viadimir Horowitz

In fall 2004 I met pianist Arnaldo Cohen, of the Indiana University,
and fortunately | had lessons with him during my time there. In the first
lesson, I played Chopin Polonaise Fantasy, Op. 61, and suddenly he cut
my playing. He asked me, “What degree are you doing now?” I said I
was doing my Master’s degree in piano performance. And then he al-
most made me collapse by saying that I could not even play piano. “You
do not use your arms, fingers, etc. You basically lock your wrist and the
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~Sound you produced I barely can stand.” After that, I spent almost three

hiours in his office and we basically just talked and talked. I found having
conversation with him was very interesting, because he was so inspiring.
The next thing I know, he did not allow me to play any music, and in-
stead he wanted me to only learn how to play piano for complete three
months playing only scales and basic five-finger position.

Since the first time of our meeting, he instilled in me the idea that
even technical problems are controlled by the mind. I came to realize that
sufficient mental effort produces a satisfactory solution, whatever the dif-
ficulty. He also said that music was poetry. Once you have played, it’s
over. You could never express the same thing twice in the same way.
Every great artist once started as a student who gradually assimilated his
own concepts, tested methods and musical thoughts, learned from false
start and failure as well as from success, developed his musical person-
ality through knowledge, hard work, and optimism. Many personal fac-
tors go into the making of an artist: flexibility; the willingness to learn
from every situation; the courage of our artistic convictions even when
fashionable musical-opinion-makers leave us in the minority. We must
be stubborn optimists who will spend hours, weeks, even months work-
ing on dull problems of technique.

It is also interesting that in a performance, heart, mind, and hands all
work together. “The heart is filled to overflowing with wonder and beauty,
the mind learns how to communicate these emotions; the hands must
execute the musical ideas that heart and mind command,” said Cohen. In
music making, we must be able to imagine every tone, every phrase, and
the whole composition as we wish it to sound.

It is a fact that the relationship between piano technique and music
making is so close and direct; a pianist without enough technique defi-
nitely can not make good music, or even think about projecting the sound
of the music itself. Now the question is what technique really is and how
important it is to achieve great artistry in piano playing. Technique is
any kind of facilities that a pianist needs to transfer or to serve his/ her
musical ideas through his/ her hands, and then project the sounds to the
audience, which is very difficult because the most challenging thing that
a pianist or even musicians in general encounter is how to listen to them-
selves. Franz Liszt once said that you must listen to yourself as critically if
you were a rival pianist in another room. Pianists often are so preoccu-
pied with producing music that they forget about listening to it.
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1) Mischa Elman, the violin virtuoso, felt that it is more important for
“dthe pianist than any other instrumentalists to practice the art of the unin-
'terrupted melodic line. This is easier for singers and string players be-
cause they normally work with only one melody, while keyboard have a
host of other factors to consider. Like pianist Ruth Slenczynska said, “Play
your musical phrase and give your fullest, uninterrupted attention to
musical line. Be careful never to exaggerate the accent at the peak of the
phrase or to let it get lost between a crescendo and a diminuendo; the
musical line must flow naturally.”

As it is already discussed that technique is any kind of facilities to
serve a pianist’s idea, there is one thing for sure to help achieving all
these facilities, which is by practicing and developing some exercises.
Exercises are very personal things; there are lots and lots of different ex-
ercises like developing scales, arpeggios, double notes, rapid octaves,
etc. But one thing about exercises is that they are done in a different man-
ner by different artists. An artist might not do the same exact way with
one another, but they have same goal for sure, which is to have these
facilities to transfer their mu51cal ideas fluently, as Rachrnarunoff once
said, “No technique, no music.”

People often ask us about how we practice, and sometimes we do
not have exact clues how to answer that question. The right answer to
that is what kind of technique they need to have to achieve the sound
they want; it is really their musical thinking and ideas that decide what
kind of technique they are going to use. International pianist Andre Watts
once said not to be stuck with one or several exercises; just practice the
music you are playing at the moment and whatever technical problem
occurs in that music, look for many different ways and perspectives to
encounter those problems. For example, if you want to get a certain qual-
ity of sound, you have to experiment to find your finger, arm, elbow, and
perhaps the whole hand movements that will get this sound. You have to
do experiment with sound as much as you can; the way to do this is to
press the key many times with extremely different degree of dynamics.
Listen to the sound carefully and be sensitive with how you approach
the keys. A good piano will definitely respond to your touch. Your ap-
proach to the keys can be differentiated with how you move your finger,
arm, elbow, etc.

Another huge misconception about piano technique is that people
think that technique is the ability to play rapid scales, fast octaves, or
even perfect double notes. This is completely a very poor understanding
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~and low-level type of technique. “These rapid scales, octaves, etc. even-
tually are something that pianists should have had or developed when
they were young, otherwise, these facilities can also be achieved,” Leon
Fleisher said. But the highest kind of technique is that the ability to com-
mand and serve a pianist’s musical attention; the greater and wider the
imagination of a pianist, the more demand will be on the technique since
the pianist has lots of pictures and variety of things inside his head.

Sometimes, if not most of the times, although a student have this
imagination in his head, but he/ she has a difficult time to control and
project the sound. If this is the case, do not practice any spots, especially
difficult ones with purely mechanical point of view. Practice them in a
very slow tempo with all musical ideas and imagination that you are going
to put into it later-the same kind of sound, imagination, expression, and
dynamics should be in your full attention when you practice these spots.
Please note that patience is very important in practicing. So many pia-
nists try to practice as fast as they can, but what is the point? There is
nothing in this world you can accomplish anything fast, because what
will happen next is that so many things you miss. For example you most
likely will not notice the tempo marking, dynamics, or even rest signs;
and do not forget that even great composer Debussy said that music is
whatever happens between notes. The result is when you practice slow
and gradually start mastering it in this manner and the form has been
stable with all these materials, it perfectly will be in your hands and even-
tually will become “your” music up to any performances.

Since exercises are very personal things and might be done in a dif-
ferent manner by different artists, it means that you can not tell another
person how to achieve ease of technique. They can share to one another
on how they practice, but how one artist practice might not help another
one. Music is personal; ultimately you can’t teach it because music is
unlimited. One thing about practicing, I will not start with practicing ex-
ercises, but I would start out by playing any pieces 1 like, or even do
sight reading just to relax my muscles, then start practicing some what-
ever exercises needed for the music you are working on since everything
in your body is still not ready to do anything, moreover start practicing
exercises. If you start your day by directly practicing some technical ex-
ercises, you might even injure yourself because your hands are still too
cold to even start doing anything. But again, all this are very personal;
this is the way I find suitable and working for me. But you can’t general-
1ze this way to anyone, but this idea might help certain ones in their prac-
tice.
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I believe that every single pianist is imaginative, but most of the
“.,_‘tlme they have to be exposed to it. The primary function of a teacher is
riot only inspiring students, but also helping them be more open and
give all they have, meaning to help them listening to themselves and
projecting the sound. Nelita True added the function of a teacher is to
tear away the protective covering people tend to grow so as not to be
hurt by life, or to be safe.

As Leon Fleisher said, “It is easy to be safe; it is colorless to be safe.
It is unfortunately, very uninteresting to be safe.” I find this statement
very strong; every time a performer walks out on the stage, everything
becomes different because of the pressure of the hall itself and from the
audience, plus one’s psychological thinking. When he walks to the stage,
he takes the greatest risk imaginable and takes his life into his hands
because he assumes the responsibility is too big to handle. Arnaldo Cohen
said that the pianist hoped to give the best out of he could have-this won-
derment, beauty, emotion, poetry, picture, whatever it is- of the music to
all people who came to listen, which was a tremendous responsibility.
Sometimes you work so hard, and then many circumstances like muscle
tension, nervousness, pressure of hall, or whatever they are may prevail
that make it difficult for this to come off successfully. The effort of course
is to achieve a certain professional level of performance so it will be ac-
ceptable.

When a pianist puts down a note, he has to have the sound that he
wants inside his ear. This is I think the most difficult and the most ad-
vanced musical listening. This also is the very thing that Debussy always
stressed; the sonority or the exact sound must be in advanced heard in-
side your head. Once I attended a masterclass by Garrick Ohlsson, and
there was something very interesting as he said this, “ As you put down
the note, you have to give full attention of what you are doing while you
are putting it down; and after you put it down, if the sound is not pre-
cisely what you had in your ear, you adjust what you did with your hand
to be able to make the next note or even phrase to get the sound you
want.”

As I mentioned before, the greatest problem for any musician is to
hear himself. You have to listen to what you have done and at the same
time think about what is coming next so that you will be able to infuse it
with what you are trying to do. Unfortunately, you can not really teach
people how to listen but to make them more aware of all these various
possibility of sounds. One way that might help is to call attention to the
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speed at which a note goes down, or in short, how you attack certain
keys. Do the experiment of touching a key with varieties of touch. How
you attack and how you release will give you many, many degrees of
sound possible on the piano. So, in conclusion, technique means the abil-
ity to reproduce what you have in your ear, and not the ability to play
faster and louder than anyone else.

Speaking about making music on the piano, there are a lot of things
to consider. There are two different types of performers: a pianist and an
artist. What makes them different is how they really make their perfor-
mances as beautiful and poetic as they can.

First of all, do not ever treat the piano as a piano, but always ap-
proach it as an orchestra. Piano in one way can be the best instrument
among any music instruments if approached well, but can also be a coca
cola can if approached as a piano. Think about your ten fingers as orches-
tral instruments, and your ear and your head as the conductor who leads
all your fingers. Be imaginative and creative!! Consider your fifth finger
in your right hand as first violins in the orchestra that probably will give
most melody; so you have to always think about making your fifth finger
livelier and brighter than other fingers. Another example would be your
thumb in your left hand as cello department. So first approach of making
music on the piano is never treat the piano as a piano, but as an orchestra.

Secondly, basic pulse has 50 % of total 100 % responsibility that will
decide if the music you perform is interesting enough or not. When you
learn new pieces from whatever period, even Chopin recommended to
always practice with a metronome because it will give you this pulse
that will be planted in your heart and later on you will have more under-
standing on how to organize the flow of the music better. One big prob-
lem that usually attached with pulse is diminuendo. For some reason it
tempts us to sow down, but it must not interfere with the rhythmic pulse
of the music.

Third, be faithful. You have to start with an absolute faithfulness or
loyalty to what the composer wanted by studying the early editions. This
loyalty to what the composer wanted is only a basis on which the artist
builds his own vision and his own idea of the work. But the vision must
not jeopardize his respect to the original intention of the composer. Arrau
said that some pianists “used” the original music and changed it into a
form of self-expression only, which was wrong. A good artist goes into a
flight of imagination on his own, but never destroys the integrity of the
work as the composer once saw it.
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) Fourth, learn how to sing. Chopin once asked his students to go to
592l recitals in order to understand how and when singers breathe before
they go on to the next phrase. Van Cliburn said that his approach to the
instrument was not digital, but vocal. “Ilearned by sight-singing.” Why do
we have to use the vocal approach on playing the piano is that because
vocal is the purest and the most natural among any musical instruments.

Fifth, find balance and proportion of phrase, sound, tempo, and voic-
ing. Balance of sound means which fingers need more attention to be at-
tacked to produce the singing-tone sound. For example, when you play a
triad, at least there are three different layers of sounds that can be produced.
If you play C major train, you can give more voice on the note G and less
sound on the note E and C; the same thing also applied if you would like to
give more attention on the note E and C, while the rest are less sound.

Balance of phrase means not to stretch out of proportion of a phrase.
The phrase must always go on and continues to the next phrase. The end
of a phrase does not indicate the end of the phrase, but as the preparation
to the next phrase. For example, there are uncounted beautiful moments
in Chopin’s piano music, and unfortunately, so many pianists stretch out
every single phrase out of proportion because they are drawn by each
phrase’s beauty. It is not wrong definitely, but the result is that the music
will die slowly as it progresses to the climax or toward the end. Find the
highest point of a composition, and try to build that piece toward that
point instead of cutting each phrase one by one. Rachmaninoff once said
about the problem of phrasing. He showed his students as elastic band
and stretched it slightly, then allowed it to bounce back; next, he stretched
it beyond a certain point, and it snapped. He meant to say that no part of
a musical line should be stretched out of proportion to the whole compo-
sition. We have a natural tendency to take a breath after each phrase, but
we must be careful not to overdo it.

Balance of voicing doe not mean that you only have to show the top
note. Yes, the top note is important because its responsibility is carrying
the melody most of the time, or as the “first violin” in the orchestra. But for
example, in Brahms music which is so bold harmonically, you can’t just
bring out the top notes, because every single note in every chord has to
speak clearly. Now it is just the matter of how you balance your other fin-
gers so that everything is speaking, but the top note still speaks out more.
Balance of sound is another pianistic virtue that must be acquired from the
very start. The great composers for the keyboard placed much emphasis
on the quality of tone. Debussy said that every sound must be beautiful.

Volume.3, No.2, September 2006 7


http://library.uph.ac.id


<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000500044004600206587686353ef901a8fc7684c976262535370673a548c002000700072006f006f00660065007200208fdb884c9ad88d2891cf62535370300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef653ef5728684c9762537088686a5f548c002000700072006f006f00660065007200204e0a73725f979ad854c18cea7684521753706548679c300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /DEU <>
    /ESP <>
    /FRA <>
    /ITA <>
    /JPN <>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020b370c2a4d06cd0d10020d504b9b0d1300020bc0f0020ad50c815ae30c5d0c11c0020ace0d488c9c8b85c0020c778c1c4d560002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken voor kwaliteitsafdrukken op desktopprinters en proofers. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents for quality printing on desktop printers and proofers.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /NoConversion
      /DestinationProfileName ()
      /DestinationProfileSelector /NA
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure true
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles true
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /NA
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /LeaveUntagged
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


	uph: 


