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To Menahem Pressler,

mentor and friend, whose teaching and performing have
enriched and transformed generations of musicians.
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PREFACE: A FEW WORDS BEFORE

We were returning from a Beaux Arts Trio concert in Bloomington, Indiana, when my wife, Kathy, remarked, “Someone must write a book about Mr. Pressler.” My thoughts returned to her comment again and again over the next few days, and I realized the significance of her statement. I phoned Menahem Pressler the following week. He shared with me that a biography by Cynthia Wilson was indeed already being prepared for publication and added, “There have been so many things—articles, documentaries, and the Nicholas Delbanco book about the Beaux Arts Trio.” But nothing like the present book: no comprehensive study of Pressler’s teaching legacy had been attempted. I told him I had accumulated many pages of notes transcribed from my lessons with him from 1969 through 1977, as well as hundreds of pages of scores with his markings, images, fingerings, and phrasings; and I realized that there were many others who also cherish their remembrances of studying with Menahem Pressler. What a treasure it would be to have access to all those comments and markings that this world-renowned performer/teacher/mentor/friend has made over the fifty-plus years of his career!

As I suspected, the resources were abundant. It was only necessary to collect these materials and organize them for use by future pianists and teachers. Indiana University’s Jacobs School of Music generously provided names and addresses of Pressler’s students from 1955 through 2007. I sent each of these persons a survey and a request for any tapes they might have of their lessons with Pressler and copies of musical scores he had marked for them. Additionally, participants from the Adamant Music School in Vermont contributed their remembrances, musical scores, and tapes and Mr. Pressler directed me to several former students for personal interviews that provided tremendous help in enlarging my perspective of Pressler’s impact on the world of pianism.

These participants represent more than five decades of Pressler’s teaching, the impact of which is international in scope and includes esteemed concert artists; college, university, and conservatory professors; teachers with private studios; and gifted amateur musicians. Pressler’s influence on the lives of these people is apparent by what they have told me: “His influence has become part of everything I do.” “I think about him every day.” “I keep his picture on my door so that I see it every day.” “I think about what I’ve accomplished, and I think, ‘He would be pleased.’”

Part 1 of this book is based on interviews with Pressler and comments from musical scores, lessons, and master classes. Included for the first time in published form are Pressler’s technical exercises as well as a compendium of technical and expressive details for interpreting many piano masterpieces. Part 2 offers twenty-three measure-by-measure lessons. These are composites of Pressler’s markings made in students’ musical scores as well as transcripts of lessons and master classes. Measures for all pieces are numbered in the conventional manner, beginning with the first complete measure and skipping first endings unless otherwise indicated.

For this volume, Mr. Pressler allowed the inclusion of his lecture-recital on Beethoven’s Sonata in A-flat Major, Op. 110, which he presented at the Metropolitan Museum of Art in New York City in February 2004, as well as the transcript of a lecture he presented at the TCU/Cliburn Piano Institute in Fort Worth, Texas, in 2005. These presentations show aspects of his influence apart from his teaching.

A chart of Pressler’s musical ancestry is included as Appendix A and is expanded in Appendix B, tracing his teachers through many of the great pianists and musicians of history, including Franz Liszt, Frédéric Chopin, Ludwig van Beethoven, and even J. S. Bach. Appendix C comprises tributes from students, and Pressler’s student rosters, 1955–2008, are included as appendix D.

When asked what he would like the book to accomplish, Mr. Pressler replied, “What a book like this can do is share with teachers what in my life has been my primary activity. If someone reads it and sees how one teacher went about doing it and how in some ways he succeeded, that is what the book can show.”

Menahem Pressler has given the world a tremendous legacy of artistic piano performance and teaching, and it is essential that we preserve and maintain this legacy. As we gain an appreciation for both the technical and expressive facets of Pressler’s teaching, we will discover that our eyes are opened to a deeper understanding of the composers’ intentions, and our ears are better attuned to a limitless palette of musical colors and possibilities. And by applying his principles in a broader manner, we can learn about setting goals, appreciating beauty, and striving for excellence in every area of our lives.
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A LIFE IN TEACHING


ONE

A BRIEF BIOGRAPHY

Menahem Pressler was born on December 16, 1923, in Magdeburg, Germany. In 1939 he and his family fled to Palestine as the Nazi regime made life increasingly difficult for Jews in Europe. Pressler, who had begun playing the piano at age six, continued his musical studies during these years of turmoil. In 1946, while still a student, he flew to San Francisco where he won first prize at the First International Debussy Competition. Soon after, he began his solo career, which included an unprecedented four-year contract as soloist with the Philadelphia Orchestra under the direction of Eugene Ormandy.

While continuing his successful career as a soloist in recital and with orchestras, Pressler co-founded the Beaux Arts Trio, which today is considered the world’s foremost piano trio, regularly appearing in major international music centers and festivals. Since its debut concert on July 13, 1955, the Trio has performed throughout North America, Europe, Japan, South America, and the Middle East, as well as at the Olympics in South Korea and Australia. Annual concert appearances include series at the Metropolitan Museum of Art, the Celebrity Series of Boston, and the Library of Congress. The Trio has recorded fifty albums, including almost the entire chamber literature with piano on the Philips label, and has been awarded numerous honors, including England’s Record of the Year Award, four Grammy nominations, Musical America’s Ensemble of the Year, the Toscanini Award, the German Recording Award, the Prix Mondial du Disque, three Grand Prix du Disques, the Union de la Presse Musicale Belge Award, and Record of the Year awards from both Gramophone and Stereo Review. On July 14, 2005, the Trio celebrated its fiftieth anniversary with a performance at the Tanglewood Festival.

In the same year that he co-founded the Beaux Arts Trio, Pressler joined the faculty of the Indiana University Jacobs School of Music. He was named to the Dean Charles H. Webb Chair of Music in 1998 and currently holds the title of Distinguished Professor. In addition to presenting master classes worldwide, Pressler also has served as a juror for the Van Cliburn, Queen Elisabeth of Belgium, Arthur Rubinstein, and Paloma O’Shea piano competitions and the International Piano-e-Competition.

In 1994 Pressler was honored with Chamber Music America’s Distinguished Service Award, and in 1995 he won the German Critics’ Ehrenurkunde award for having set the standard for chamber music over the previous forty years. In 1998, he received one of only five Lifetime Achievement Awards granted in the last fifty years by Gramophone magazine, placing him in the distinguished company of Dame Joan Sutherland, Sir Georg Solti, Dietrich Fischer-Dieskau, and Sir Yehudi Menuhin. In 2002 Pressler was awarded the Gold Medal of Merit from the National Society of Arts and Letters, which recognized him for “a long and distinguished career not only as an internationally recognized concert artist but also a teacher and mentor of young artists.” In 1986 he was invited to dinner at the White House. In 2005, he was named a commander in France’s Order of Arts and Letters, France’s highest cultural honor, and soon after received the German President’s Deutsche Bundesverdienstkreuz (Cross of Merit), Germany’s highest cultural honor. In 2006 he was awarded the Concertgebouw Prize, and in 2007 he was named an Honorary Fellow of the Jerusalem Academy of Music and Dance. In addition, Pressler has been elected to the American Academy of Arts and Sciences andreceivedhonorary doctorates from the UniversityofNebraska-Lincoln, the North Carolina School of the Arts, and the San Francisco Conservatory of Music.

Pressler has continued to perform as a soloist, having made his Carnegie Hall recital debut in 1996 in the Great Performers Series. He has also recorded thirty solo albums. He lives in Bloomington, Indiana, with his wife, Sara. Their son, Ami, is a hospital laboratory technician in Bloomington and their daughter, Edna, is a clinical psychologist and director of the University of Massachusetts-Boston Counseling Center.

The New York Times has called Pressler “a prodigious talent” with “exceptional gifts.” The Washington Evening Star praised him as “a poet of the piano.” And Le Figaro in Paris has hailed him as “one of the greatest living pianists.”


TWO

THE STUDIO

On many days Menahem Pressler can be found in his piano studio, Room 105, in the Jacobs School of Music at Indiana University. His daily schedule is to practice from 8:00 AM until lunch at noon and then to teach from 1:30 until 5:00 PM. Late afternoons are frequently spent in recital hearings for the school’s hundreds of piano students. Evenings often include attendance at some of the school’s more than 1,100 annual recitals, many of which are presented by Pressler’s own students. Some evenings Pressler goes to bed at 10:00 PM and then gets up at 1:30 or 2:00 AM to practice for another hour or two. His health, eyesight, and level of energy surpass people many years his junior. His work ethic is extraordinary in that he has never cancelled a concert or a lesson.

For more than fifty years, since 1955, Pressler has maintained a full class of fifteen to thirty students. This would be remarkable in itself even without the twenty-four weeks of the year that he is on tour, presenting more than 120 concerts with the famed Beaux Arts Trio or performing solo piano recitals. His former students are now faculty members of conservatories and music schools around the world, and the influence of his performance and teaching has shaped the way many people perform and listen to music, especially in the realm of chamber music.

Pressler presents students with a technical regime that ensures their ability to play without physical tension, an approach that frees the student from injury or abuse from strain, despite hours of daily practice. Pressler’s method produces finger dexterity, sonorous sound, a command of touches, and a myriad of tonal colors.

Perhaps the most remarkable aspect students gain from working with Pressler is to begin to share his ability to hear the limitless possibilities of color that are available in piano playing. His keen ear, musical sensitivity, and tremendous insights are easily recognized by the perceptive listener and can be systematically transmitted from teacher to student so as to affect the shaping of melodies, balance of musical lines, and rhythmic flow.

People often ask Pressler how he maintains his boundless enthusiasm, to which he offers this standard reply: “When you wake up and you see a very beautiful new day is coming, that is the way you keep your enthusiasm up. You take a piece of music and you feel renewed. You feel, ‘That’s what I wanted to do all my life, and now that I have the opportunity and the privilege of being able to do it, should I not be happy or full of gratitude? Or should I feel, ‘Oh, I’ve done that before. There is nothing new?’ I have never felt—and I don’t think the Trio’s ever felt—that we have dug to the deepest possible way that one can dig into these masterpieces. So, for us, a lifetime is barely long enough to dig, to find, and to renew that which makes our lives worth living as musicians.”

Pressler seeks to share his insights, those things that have worked for him in practice and on the concert stage. He does not compromise his musical standards, and he demands the highest level of musical performance from himself and his students. As Mia Kim Hynes remembers him saying at her first lesson with him when she was only fourteen, “You are playing the Chopin Ballade today, and I will teach you as an adult.”

Being selected into Pressler’s class is a much-sought-after distinction, but that is when the work really begins. Pressler’s students must dedicate a minimum of four to six hours to daily piano practice. Although the long-range goal may be a public recital, the immediate incentive is preparing for the next lesson. The nature of the lessons is demanding and uncompromising. No matter how prepared the student is for the lesson, Pressler uses that preparation as a basis for further study into the score, looking for more depth of musical expression, solving technical difficulties, and taking the performance to a higher level of achievement and understanding. Because Pressler is frequently away from campus, touring with the Beaux Arts Trio or playing solo recitals or presenting master classes, a student may receive a cluster of two or three lessons in the same week, which increases the demands of practice during this time.

As deadlines for competitions or recitals approach, Pressler’s teaching style becomes less specific and detailed. At this stage, he may sing along with the melodies, perhaps conducting with his arms and body, striving for climaxes and insisting on a consistent tempo to ensure structural integrity of the performance. There may be discussion of how the acoustics of the hall will affect the listener’s perception of the piece. Pedaling may become adjusted and the musical character more defined.
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Fig. 2.1. Pressler in his Indiana University studio

Once students leave his studio, they have learned to perform with confidence and security because they know what they have accomplished and understand how far they have come. They have observed Pressler’s work ethic, and they have seen his example of a performer’s life. They know what can be accomplished, how to achieve results from their practice, how to listen in depth to their own playing, and what to expect when they listen to others. They have learned a great deal of repertoire from their own studies and from listening to other students in performance classes and recitals. They have learned principles of technique that ensure looseness and flexibility. They know how to establish goals for learning repertoire. They have learned principles of musical expression that can be applied to all music, and they have learned how to play with color, how to shape a melody, and how to adapt to different pianos. They are indeed ready for whatever musical opportunities await them.


THREE

PRESSLER’S EARLY TRAINING

Times were uncertain in Germany in the early 1920s when Menahem Pressler was born to Moritz and Judith Pressler, owners of a clothing store in Magdeburg, ninety miles southwest of Berlin. But as Pressler recalls, he and his younger siblings, Leo and Selma, had a happy life at home as children.

“What I remember really is, the strongest part of the memory, was that there was always love. Yes, sometimes my father was very, how shall I say, rough. He would say, ‘That has to be done,’ or something like that. None of us children ever was rebellious or would think even in those terms, not to do what he had asked, and mother was as sweet and as kind as could be. And there was and is to this day very fine relations among the three of us.”

The family worked hard and was, as Pressler says, “very, very religious.” “We went to pray. We kept the Jewish holidays, which I, of course, became much less to keep them as I was traveling and playing. But I remember them, and I remember the prayers. And when I can, I like to go and pray. Yes, we were very, very much religious.

“Of course, when I came of age, I had a Bar Mitzvah, and my brother Leo had it. I remember that I had to learn the part of the Torah that I had to read, and that took at least six months, because you not only have to read, but you have to read and have to sing it the way it is marked in the Torah. You see, the Torah has little signs how to read it, how to sing it, and that’s not easy. And I had to learn it, and I did. And I even remember what is my capit in the Torah, which was Vayigash, which means ‘and he approached.’ ”

MR. KITZL

There were few concerts in Germany at the time, but the family loved music and enjoyed listening to records. Pressler remembers that his father “played very badly the violin,” but at the age of six, Menahem began violin lessons, and his brother began piano lessons with a Mr. Kitzl, the Lutheran church organist who came to the Pressler house. Leo didn’t practice much and didn’t really want piano lessons, but Menahem learned his brother’s piano pieces just by having heard them during the lessons. Soon, at age seven, he was allowed to discontinue his violin studies and begin learning the piano.

Because he played by ear, “cheating,” as he calls it, Menahem did not read music well. “I always asked the teacher to play the piece for me, and I would remember it. And then when I would play a wrong note, he would say, ‘Now why don’t you read the music?’ And I barely could, until he discovered the problem, and then he taught me to read. He was a good teacher and he was very kind, and I would say that my physical ability and also my desire were much greater than my musical advancement at this stage.”

Germany had come under the Nazis by this point, which made lessons difficult at times. Pressler recalls Kristallnacht, the “night of broken glass” in November 1938, during which mobs throughout Germany and Austria broke into synagogues, Jewish homes, and Jewish-owned businesses, including his parents’ store, looting and destroying property and attacking scores of people. “But I also do remember something which is amazing. My brother was out on his bicycle and he fell and he broke his leg. The SS men, the ones in uniform, the Nazis, brought him to the house. They had kind of immediately set his foot, which later really proved to be of great help. So these were the murderers actually, but here on these terms they were marvelous, humane.”

Germans, of course, were not supposed to associate with Jews, and certainly not visit their homes or teach them music. Pressler recalls, however, the courage of his teacher. “I do remember the great, great, great kindness of Mr. Kitzl. It was difficult for me to go on a tramway to his house, so he would come to my house and teach me. His whole attitude, the kindness that he showed me, was of help to me. You couldn’t imagine what it would be like, when you wear the sign of Cain supposedly on your forehead. That’s how they make you feel. But he didn’t. He made me feel good.”

Pressler remembers the first pieces he played with his teacher. “I only played classical pieces, but I remember an anecdote with my father. I played that little Schubert F minor Moments Musicaux. And when I finished playing for Kitzl, he said to me, ‘The ending was wonderful.’ So I told my father with pride, ‘And the ending was wonderful.’ He said, ‘Well, what about the beginning?’ He didn’t understand what’s with the rest of the piece, but I understood what [Mr. Kitzl] meant. Instinctively I understood there is a difference between how you approach this and the other, and that there I succeeded more than with that.”

Despite growing political concerns, Pressler was able to attend three special concerts during these early years. The first was in 1936 when he was twelve or thirteen and on a business trip with his father in Poland. The two took a side trip to Lwow so Menahem could hear the great Ignaz Friedman play a solo recital, an event that Pressler says had an enormous impact on him. He attended the second concert the next year, when Walter Gieseking played the Strauss Burlesque and a Mozart concerto with orchestra, and the third was an all-Chopin program presented in Magdeburg that included majurkas, waltzes, a Polonaise, and the Bolero, “a very interesting, thoughtful and creative program,” Pressler recalls.

During his years of study with Kitzl, Pressler learned several Bach Preludes and Fugues, Liszt’s Hungarian Rhapsodie no. 13, Beethoven’s Sonata Op. 2 no. 3, a Mozart concerto, Beethoven’s Piano Concerto no. 1, and Chopin works, including Impromptus, Nocturnes, Mazurkas, and Waltzes.

“To some extent,” Pressler muses about that period of his life, “I was considered special [in the family] because I did what I did, which was playing music, and being successful quite early, so they all tried to help. If I had a recital, they all publicized it. They all tried to sell tickets. That’s what I remember of home.”

While Menahem studied the piano, his father, Moritz, kept watch on the political climate, thinking that the situation for Jews would improve. Preparations for the horrifying exterminations of Jews were just beginning, and Moritz waited almost too long to get his family out of Germany. In 1939, when Menahem was fifteen, Moritz applied for tourist visas for the family to visit Trieste, Italy, supposedly for a family vacation just weeks before World War II started. “That we could leave was a matter of luck,” Pressler says. “The German border police let us through to Trieste, but they didn’t have to.” He remembers the “enormous act of kindness” of Mr. Kitzl forwarding to him in Trieste a copy of Debussy’s Reflets dans l’eau with all fingerings marked.

Many years later, in 2005, Pressler returned to Germany to receive the Deutsche Bundesverdienstkreuz (Cross of Merit), which was presented to him in Magdeburg. “They had everything,” he says of the event. “They even had a picture of my father’s store which was destroyed. That was unbelievable to me. And [the presentation] was read by the prime minister [Dr. Wolfgang Böhmer] of the province. That was in my hometown, where they made me an honorary citizen and they gave me my graduation, which I had never had the chance to complete.” While in Trieste, Pressler studied with a Mr. Rossi, who recognized Pressler’s talent and offered him lessons at no cost. “I remember he was very nice, very supportive,” Pressler recalls, “and I loved going to lessons. And one thing that helped me so much was my desire to practice.”

After a few months, the family applied for travel visas to Palestine, which were granted only days before Italy joined the war. They traveled on the last ship allowed to leave the port of Trieste, which, as it turned out, was not allowed to return to Italy once it reached Palestine. While on the ship, Menahem played a recital for the captain’s table, his first performance to have a printed program. His repertoire included the Beethoven, Debussy, Brahms, and Chopin pieces he had learned with Kitzl and Rossi.

ELIAHU RUDIAKOV

When the family arrived in Palestine late in 1939, his father worked first at a grocery store and then opened another clothing store, known locally as Pressler’s Pants, that became quite famous. The family moved into an apartment on Hana Viem Street in Tel Aviv.

Menahem, sixteen, was advised to study at the Tel Aviv Conservatory (now the Tel Aviv Music Academy) with Abilea, a well-known piano teacher, but because he was in Switzerland at the time, Pressler began lessons with Eliahu Rudiakov, who taught Abilea’s students in the master’s absence. Pressler ended up staying with Rudiakov for four years. “Here again I met the most kind person who truly was wonderful and who taught me for free.” Rudiakov, from a Russian background, had studied first in Germany with Max Pauer and then at the École Normale de Musique with Yvonne Lefébure, an assistant to Alfred Cortot. With Rudiakov, Pressler studied the Op. 110 Sonata of Beethoven, the Chopin A-flat Ballade, and the Balakirev Islamey. “I asked him, ‘What is the most difficult piece in the repertoire?’ And he told me it was the Islamey, so of course I had to play that in my first recital.”

Each year in Palestine, Pressler performed a recital representing the best of the works he had studied during the year. For his second recital, Pressler played the extremely difficult Liszt Sonata. Another piece he learned during this time was the Grieg Concerto, which his teacher encouraged him to learn for the Palestine Symphony Orchestra (now the Israel Philharmonic Orchestra) competition. Pressler won first prize and the opportunity to perform the Grieg Concerto with the orchestra. It would be the first of his many concerto concerts. “It was a fantastic experience, first of all, because I had won this prize, and [secondly] to play with the Symphony Orchestra. It’s like here playing with the New York Philharmonic. And I practiced like a maniac, and all I remember was that I loved doing it. I felt, ‘That’s what I want to do. That’s how I want to spend my life.’ ”
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Fig. 3.1. Eliahu Rudiakov, 1950. By permission of Ariel Rudiakov.

LEO KESTENBERG

As a result of playing with the Palestine Symphony Orchestra, Pressler met pianist and educator Leo Kestenberg, the orchestra’s general manager. Kestenberg had been the Minister of Fine Arts in Germany and had left Berlin when the Nazis came to power. He had settled in Prague for a while and finally emigrated to Tel Aviv. Rudiakov thought it would be good for Pressler to study with Kestenberg, who had been a student of pianist and composer Ferrucio Busoni in Berlin and had also studied with Franz Kullak, a student of Franz Liszt, who in turn had studied with Carl Czerny, a student of Beethoven.
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Fig. 3.2. Leo Kestenberg. By permission of The Archive of Israeli Music.

Pressler studied with Kestenberg for three years, until 1946, when he was twenty-three and came to describe himself as being “a natural” at the piano. He remembers Kestenberg saying, “It’s too easy for you. That’s why you don’t give it enough thought. That’s why you don’t look at the depths of these pieces. You just play.” As Pressler remembers, neither Rudiakov nor Kestenberg actually taught technique to him, but each assigned études, such as Czerny, so that, as he progressed, he would be forced to develop the specific pianistic skills required for the next piece.

Pressler considered Rudiakov to be the finer pianist, but he later credited Kestenberg with influencing him to “read between the lines.” “He was an extremely knowledgeable man and guided me, not just in piano playing, but in a philosophical approach to making music, helping me to understand it more as a way of life than just playing the piano.” Kestenberg also helped him learn to listen for “beautiful sound.” “He always said, ‘This is harsh. This is harsh.’ That in itself demanded of me to find something so he wouldn’t say that. It created within me, not a technique of how to do it, but a technique of what sound did I want to hear? If once you have in your mind the sound you want to hear, you will find a way of handling your arm, your fingers, and your touch in order to achieve that sound.”

With Kestenberg, Pressler learned Liszt’s Concerto No. 1 in E-flat Major and the three Op. 31 Sonatas of Beethoven. Knowing that Kestenberg loved Beethoven’s Diabelli Variations, he learned these on his own and played them for his teacher on his birthday.

Later, Pressler read in a newspaper about a new competition, the First International Debussy Competition, to be held in San Francisco. The competition required contestants to play much of the Debussy repertoire by memory. Pressler had studied only a few of these pieces, so Kestenberg helped him learn the repertoire, which became an important part of his life-long teaching and performing.

During this period, Pressler also studied harmony, counterpoint, and music history with another refugee from Germany, Dr. Riesenfeld. Riesenfeld taught harmonic studies and repertoire analysis using the German system that Pressler describes as “thorough, careful, conscientious, and very important,” and he taught him musical structure and style, chordal relationships, and repertoire. “We studied analysis, music criticism, form, and harmony. He was very German in his attitude and his learning. He didn’t like twentieth-century music and so I think, like many other Germans, he looked down on Debussy.”

Riesenfeld became Pressler’s good friend. The two spent time at the seashore in Tel Aviv, especially on days following performances, buying falafel or corn on the cob, and playing chess as a release from the pressures of performing. Meanwhile, Pressler continued to practice his usual eight hours a day in preparation for the upcoming Debussy Competition.


FOUR

THE DEBUSSY COMPETITION

PAUL LOYONNET

While preparing for the Debussy competition, Pressler met a musician who became a great influence in his life, Paul Loyonnet, a touring French concert pianist who had studied with Charles-Marie Widor and Isidor Philipp at the Paris Conservatory. Noted by Charles Timbrell to be “an important link to the traditions of the nineteenth century,” Loyonnet was performing a concerto with the Palestine Symphony Orchestra and needed someone to play the orchestral part on a second piano.

Pressler began rehearsing with Loyonnet, which proved to be valuable to Pressler in two ways. The first was that Loyonnet was the first person ever to speak to him about technique. “That’s what I learned with Loyonnet: to keep the fingers strong and have the arm relaxed and free.” Loyonnet practiced the high-finger playing of the French School, which often caused tendonitis, but, according to Pressler, “he had a way of freeing his hand by keeping his arm loose, which is the best prescription to avoid tendonitis.”

The second benefit Pressler derived from rehearsing with Loyonnet was the encouragement he received regarding Debussy and the competition in San Francisco. “He opened my ears and my eyes to Debussy with a few examples. That which he gave me was a concept. He played some for me, first of all, so I heard his use of pedal, where one sound mixed with another, not at all a German approach. I remember playing the first Prelude for him, and he showed me how to pedal exactly following the notation of the rhythm. I was only with him on four or five occasions, but he played a big role in my life. He was a completely unknown pianist to most of the world but a tremendous influence to me. Just by speaking, he opened many doors, and I walked through myself. I found the room that I walked through attractive, and so it helped me.”

Every year, Pressler had played with the orchestra and every year he had played a recital on the radio in Palestine. “I actually became quite known,” he says, noting that he became great friends with Karel Salomon, the station’s music director of its Hebrew section. “He was my mentor, and he had a very important role in my life. He was very, very good to me.” But this year, Pressler was to keep a promise he had made to Salomon, whom he now called his “mentor,” and that was to enter the Debussy competition.
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Fig. 4.1. Paul Loyonnet. By permission of Université de Montreal.

FROM PALESTINE TO SAN FRANCISCO

“I did not think of winning a prize. I really didn’t think that would be a determiner in my life or the one that created that change of direction for me, staying at home or moving to America. So I learned [the Debussy], and Salomon always had me play. It was he who also got me a seat on the plane to go to New York because that was very difficult at that time. And it had to go by way of Cairo. I had to fly to Cairo, and then that plane was delayed. I had to sit for two days in Cairo, and that was no fun as a young man alone, no fun at all. When you walked the streets, they would whistle after you like they whistle after girls here. It was terrible, and so I was hiding in my hotel room waiting [until] the plane [was to] leave. And then the plane left and of course it stopped everywhere, from Cairo to Geneva, Paris, Ireland, Newfoundland, and finally New York, where I had three days before taking the train to San Francisco.

Pressler was met at the airport by the music impresario Max Rabinoff, to whom he had been introduced previously in Palestine. The next morning Rabinoff took Pressler to the basement of the Steinway building to practice. Pressler recalls, “The piano tuner said, ‘What are you doing here? This is for artists. What are you doing here?’ And Rabinoff said, ‘Let the boy play.’ So the tuner listened for a little bit and said, ‘This is the piano of Schnabel,’ so I played some Beethoven. ‘This is the piano of Rubinstein,’ so I played some Chopin. ‘And this is the piano of Cassadesus,’ so I played some French music. He said, ‘Wait a minute.’ He brought Mr. Steinway down, and Mr. Steinway said, ‘Would you play something for me?’ So I played. He said, ‘What are you doing?’ I said, ‘I’m waiting here to take the train to San Francisco for the Debussy Competition.’ He said, ‘This place is your home away from home. You can practice to your heart’s content,’ which meant, after hours I could go to the basement.

“And the piano tuner who became such a good friend and admirer said, ‘I want you to meet somebody special tonight.’ And so I came and Byron Janis came. He was at that time studying with Horowitz, and he said to me, ‘Don’t go to the competition. The competition is fixed.’ I said, ‘What do you mean?’ He said, ‘The son-in-law of [E. Robert] Schmitz is going to win.’ Schmitz was a famous French pianist in America who had received money from the French government to run the competition. But what Janis didn’t know was, when you have [composers] Darius Milhaud and Roger Sessions [also Charles Cushing of the University of California-Berkley] on the jury and [Major M.] Fisher, the music critic of the San Francisco Examiner, you cannot dictate who wins, yes? And I had promised to Karel Salomon, who had said, ‘There will be many times you will be enticed or seduced not to go to the competition. But you have to go, because that is why you went. You went to find out how you stack up with the young pianists.’ So I said to Byron, ‘I am going.’ And I went, and I’m glad I went.”
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Fig. 4.2. Pressler, with Darius Milhaud, after winning the Debussy Competition in San Francisco, 1946. (Ben Greenhaus)

In his preparation, Pressler had learned all but one, the Hommage à Haydn, of the required Debussy repertoire. He had not been able to obtain a score previously and finally found one in New York, just before boarding the train for his three-day trip to San Francisco. He taught himself the piece by sight during the train ride and arrived the day before the competition, then competed against sixty-four contestants. At great surprise to himself and his teacher, he won the coveted Debussy Prize, receiving $1,000 and many engagements as a result. After the competition Milhaud remarked, “The contestants played behind a screen. As a member of the jury I was struck by the qualities of real musicianship, deep piano tradition, [and] tenderness in sonority, of contestant Number Two. Without hesitation this mysterious Number Two was chosen for first prize.”
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Fig. 4.3. Pressler, with Eugene Ormandy, preparing to play with the Philadelphia Orchestra, 1947

“I remember among the twenty-seven required [pieces] was Soiree dans Granade, Ce qu’a vu le vent d’ouest, L’Isle Joyeuse, and the Etude in Fourths. I had practiced eight hours a day. I [had known] hardly any Debussy at all, but when I accompanied Loyonnet, he opened my eyes to how to read and my ears to hear. I felt a very natural affinity to Debussy’s music. His music awoke in me a response, a very strong response. It was music that I, to this very day, I find magical, his and Ravel. It was magic.”

The next significant contact in Pressler’s life was when Rabinoff arranged an audition for Pressler with Arthur Judson, president of Columbia Artists and manager of many conductors. Pressler played for him and was accepted to the Columbia Artists’ roster of performers, an association that continues even today. Judson, in turn, arranged for Pressler to audition with Eugene Ormandy, who engaged Pressler to make his debut with the Philadelphia Orchestra at Carnegie Hall playing the Schumann Concerto. Following this concert, the Orchestra’s Board of Trustees invited Pressler back for the following three seasons, an invitation that has never been extended to any other soloist. His concerti for those reengagements were the Chopin F minor, the Beethoven Fourth, and the Liszt E-flat Concerto. Following Pressler’s performances with the Philadelphia Orchestra, Judson was instrumental in securing orchestral engagements for Pressler to play with Szell, Stokowski, Masur, Paray, Solti, Dorati, Bernstein, Mitropoulos, and many more of the great conductors of the day.
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Fig. 4.4. Publicity Photo
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Fig. 4.5. Publicity Photo, 1946


FIVE

OPPORTUNITIES IN AMERICA

ISABELLE VENGEROVA

Following the Debussy competition in 1946 but before playing the debut concert, Pressler began studying with Madame Isabelle Vengerova, a formidable teacher who was born in Russia and had studied in Vienna with Joseph Dachs, Theodor Leschetizky, and Anna Essipova.

“I was in New York, and I played the Chopin F Minor Concerto at the Metropolitan Opera House as a benefit concert for Hebrew University,” says Pressler. “I was brought to her. She was at this time a teacher at both Juilliard and at Curtis in Philadelphia. She had Bernstein as a student and many others, Graffman, Lateiner, Rezits, Foster.

[image: Image]

Fig. 5.1. Isabelle Vengerova. Courtesy of The Curtis Institute of Music.

“I had lessons with her for six months to a year at her apartment in New York. What she showed me, just in that short time—even if I couldn’t do it at that time—revolutionized my thinking, because it was, for me, the discovery of the wrist. It is always something that goes with the key, that plays into the key, like you have a shock absorber on a car, providing cushioning. She, being a student of Leschetizky, taught me her exercises. I saw that and used it and organized it so that it would help me. Everyone who studied with Vengerova came out differently, understanding it differently, and then found his way through her opening of the door, his own way of doing it. Okay, we all do it differently, and we all expect something different out of it, but it has helped me. It has helped [her other students], and it has helped my students.”

Studies with Vengerova came to an end when she heard, incorrectly, that Pressler was also taking lessons from Loyonnet. “I saw Loyonnet when he came to New York during this time, and he asked me to play for him and see what I had accomplished since I had last seen him in Palestine. And down in the basement of Steinway, I played for him. Someone must have told Vengerova about it, because she said, ‘You played for another teacher.’ And whatever I told her wasn’t convincing enough, so she wouldn’t let me continue lessons with her. She was famous for being difficult, but I really didn’t notice it until then.”

ROBERT CASADESUS

Soon after his break with Vengerova, Arthur Judson arranged for Pressler to study with the great French pianist Robert Casadesus at Fontainebleau in the summer of 1947. Though Casadesus was much devoted to performing the works of Debussy, Ravel, and Fauré, he also had wonderful insights into the German masters. Pressler’s repertoire for the summer included Brahms and Schumann pieces and Beethoven’s Appassionata Sonata, Op. 57. Casadesus loaned his score of the Appassionata to Pressler so that he could mark the fingerings, and Pressler remembers that the score indicated Casadesus had played the piece more than 100 times worldwide. Pressler studied with Casadesus during that summer and later the two became good friends through Daniel Guilet, who had attended the Paris Conservatoire with Casadesus’s wife, Gaby. It was Casadesus’s teaching of Beethoven that brought Pressler new understanding of that repertoire. And Casadesus’s contribution to Pressler’s career also included an original composition dedicated to the Beaux Arts Trio,” a beautiful piece,” recalls Pressler.
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Fig. 5.2. Robert Casadesus. By permission of Greco Casadesus.

EGON PETRI

During the summer of 1948 following Pressler’s debut concert in New York, the Steinway Company arranged for him to study with eminent concert pianist Egon Petri, a German of Dutch descent who was teaching master classes at Mills College in Oakland, California. Believed by many to be one of the greatest pianists of the twentieth century, Petri was described in Harold Schonberg’s The Great Pianists as “a superb technician, a musician of intellect, refinement and strength.” Petri had studied with Ferrucio Busoni and Venezuelan pianist Terresa Carreño, whose teacher, Georges Mathias, had been a student of Frédéric Chopin.


INFLUENCE OF EGON PETRI

STUDENT:I have an article for you about Egon Petri, who I know was one of your main teachers. Would you talk to us about him and any other teachers or musicians who had an influence on your career?

PRESSLER:Yes, Egon Petri was a great pianist, a tremendous pianist. It is interesting, I was just now in Oxford and a wonderful musicologist and pianist spoke about one of the last pieces of Busoni, the six pieces [Elegies] which are dedicated to six different pianists; and one is dedicated to Petri and one is dedicated to Kestenberg, two of my teachers. But Petri was a tremendous pianist. His technical ability was unbelievable, and he was a great musician. A great musician, that means he played anything up to Brahms: the complete Bach, all the Beethoven sonatas, Brahms, Tchaikovsky, nearly all the Liszt, and Busoni.

There was one great weakness in him, which was that he didn’t like to play Schumann; it was outside his province. Petri was a great musician, but I didn’t consider him a great artist. He was a great pianist and he was a great musician and therefore a great teacher, too, because he let you do things, although he always criticized them. He would say, “You can do it, but don’t overdo it.” He would always say something. At that time I was very young and I always played with my face close to the keyboard, and he said to me, “Menahem, tell me, what does it smell like?” At that time I couldn’t get close enough.

But he was a great, great master of the keyboard, and he had these tremendous hands. The only other hand that I saw that was as beautiful and as great was the hand of Richter, that kind of a hand. But Petri was always secure, and he showed us six fingerings for the last movement of the Appassionata. It was amazing. And I said, “Don’t you get lost when you have to perform?” No, he would not get lost. He was always absolutely clear about what he was doing. But he was telling us that his first great, great success was in Russia. He went to a tour of Russia and played in Moscow, and he had an enormous success. And so, after one recital, he played the second recital. A week later he played a third recital, and he played a fourth recital; he played a fifth recital. When it came to the sixth recital, he didn’t have repertoire. And so he selected to play Schumann, the Symphonic Etudes.

So Petri sits down to play the Symphonic Etudes, and he forgets in the first variation. He started again, again it just disappeared out of his head. And he heard them yell the one piece which he played magnificently well, Schubert-Liszt, the Songs-he was famous for that. And so the public yelled, “Please play Schubert-Liszt.” And he told us, “So my life was saved.” He was a charming man, a delightful man, and he showed me, of course, many things that I learned and enjoyed. But, he could do everything. Therefore, if someone said to him, “How about rotation?” he would say, “Oh, that’s a good idea,” or “How about no rotation?” he would say, “Oh, that’s a wonderful idea!” There were never any difficulties for him.



[image: Image]

Fig. 5.3. Egon Petri

“Steinway provided me a practice room with a piano that was actually Stokowski’s piano from Hollywood,” Pressler says. “They sent it from his home to Oakland, so I had a piano I could practice [on], and I did, six hours, seven hours a day. I was very, very, very religious. Petri was very nice, very, very nice to me. The first thing he said to me—that was right after the debut—he said, ‘What do you want to do here?’ I said, ‘I would like to study.’ ‘Well, what do you have to learn?’ he said. ‘You know it all.’

“He was a phenomenal pianist, and he would hear about this kind of a technique and then he would believe in that and he would do it, but it didn’t really matter because he could also do the opposite equally well. He had a fantastic memory. I mean, a man who knew the complete Bach so well, all thirty-two sonatas of Beethoven, the complete Brahms, the complete Liszt, complete Busoni, who learned the Rachmaninoff Third Concerto as an exercise. His recording of Chopin’s A-flat Polonaise sold well enough that he bought a house in California from the royalties.

“I studied the twenty-four Etudes of Chopin that summer, and all was in master classes. I came in with the Op. 10, no. 2, and I played it. And he said to me, ‘That was quite good. I would like it lighter and faster.’ Okay, so I went once more through. Now he says, ‘That’s quite good. I would like it lighter and faster.’ And of course at that time I was quite fresh, and I said to him, ‘Master, would you show me?’ And he sat down with his legs crossed, and he played the most fantastic étude. It was absolutely hair-raising. He actually gave me a great compliment in the end when he said, ‘You know, Menahem, I sometimes ask myself when I’m onstage, “What am I doing here?” You never do. You always play the music, and you’re so involved with it, and you’re enjoying it so much.’ ”

During this period of his life, Pressler was spending as much time as possible in Israel between concert tours. Sara Scherchen, an Israeli girl of sixteen, asked Menahem to teach her piano. Although he turned her down at the time, he became interested in her and the two married in August of 1949.

“The nice thing was, at the time we were married, Israel was already declared a state, and we were married in Jerusalem by the Chief Rabbi of Israel, Isaac Herzog, whose son Chaim later became president of Israel. Isaac had been an officer in the army while Sara was a corporal at the headquarters in Tel Aviv with associations to the United Nations, because she was good in languages. Everyone was sure he wouldn’t come but would send somebody else to do it. I used to play benefit concerts for his wife. You know, they would ask me, ‘Will you play a benefit?’ ‘Of course!’ As a young student, I was glad to have any opportunity to play. I played many benefits for Mrs. Herzog, the rabbi’s wife, and for Mrs. Ben-Gurion, the prime minister’s wife. So I thought somehow I could ask him. That he said ‘yes’ and that he came was a big surprise. And so, that’s one of the reasons the marriage has held up so well!

“We got married in Jerusalem, which, of course, now it has even more meaning, great meaning for us. You know, for 2000 years, the Jews were praying at the Passover [seder], ‘Next year in Jerusalem.’ So when I asked Rabbi Herzog—the State had just been declared and he was Chief Rabbi of the State—if he would marry us, he said, ‘Yes.’ But everyone in the family and friends said, ‘He won’t come. He’ll send a substitute.’ You know, ‘I’m busy this Saturday, I have something else to do. My assistant will do it.’ No, he came himself in person. You see, the knot held.”

Sara was born in Tel Aviv and brought up in the little town of Petach-Tikvah (which means Opening of Hope), and went to school in Ramat-Gan. She was the oldest of three and, according to Pressler, “the brightest and the prettiest, and all her life, has lived up to the highest possible standard.” “Sara started to study in Petach-Tikvah with a teacher who always said to her, ‘Play with feelings,’ even though she could barely read the notes, looking at every note. But she wanted to study, so she asked a friend who introduced her to me, and when I saw the way her fifth finger stuck out, and I said, ‘No, you’re not good for the piano.’ So that’s how it started, but I think she got even!
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Fig. 5.4. Wedding Photo of Menahem and Sara Pressler, 1949
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Fig. 5.5. Wedding Photo, 1949. Menahem and Sara are seated on the right. Moritz Pressler is seated next to Menahem, with Judith Pressler third from the left.

“We were married in Israel, but we left immediately for Holland. I had two recitals scheduled in Holland. I also had a concert with a fine orchestra and conductor in London, a benefit, I think, for the University, and I had concerts in Paris. So we actually lived for a few months in Europe.”

The two settled in New York, and soon thereafter, Sara mentioned to violinist Isaac Stern that Pressler was looking for a teacher. Stern recommended Edward Steuermann.


INSPIRATION OF EDWARD STEUERMANN

The other man that I found very inspiring, who was also a student of Busoni, was Steuermann. He was the most interesting man, one of the finest musicians Tve ever met. No one above him, not Richter, no one was a greater musician than Steuermann.

He was an immense, immense, immense musician; and I must say, one of the best lessons I had was when I was already teaching at Indiana, and I came to New York. He was teaching at Juilliard, and I met him at his studio at Juilliard to have lunch with him. And he said, “Menahem, I’m sorry. I still have a lesson to give. If you want, you can come in.” And so I came in and he gave a lesson on the Schumann, Humor-esque. It was a wonderful, magnificent lesson to a student who didn’t understand the lesson. The student wanted to know, “Is it better with the third finger or the second finger? Shall I play louder here? Can I wait on this note a little longer?” He didn’t understand that Steuermann really gave him the key into Schumann, which was absolutely beautiful.

And then I remember another thing. He was going to Israel to play the Schoenberg Concerto, so he had invited friends to his studio at Juilliard to hear him perform the piece. It was summer. It was hot, and there was no air conditioning. Now, if you know the Schoenberg Concerto, that is very difficult listening. It’s even more difficult playing, but it’s very difficult listening. So, Juilliard was hot like hell. Above, somebody practiced the organ, so there came the sound of the organ into the room. And here Steuermann was emoting with the Concerto, very deeply felt Concerto. And there was that organ, and it was hot, and you heard that music, and you thought, “It is living hell.” Then he finished and he said, “I want you to hear it again.” And I remember running away. I never told him that, because he was a difficult and very wonderful man.



EDWARD STEUERMANN

Pressler began taking lessons from Steuermann at the Juilliard School on Claremont Avenue and 122nd Street in New York City. By this time Pressler was touring regularly and his own lessons continued for several years, even after Pressler began teaching at Indiana University. Steuermann was a great pianist, who in Berlin had studied with Busoni, as had Kestenberg and Petri.
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Fig. 5.6. Edward Steuermann, 1956. Photo by Fred Plaut. By permission of The Julliard School.

“He was one of the finest musicians I’ve ever met. No one, not even Richter, was a greater musician than Steuermann. Even more influential to Steuermann than Busoni was Arnold Schoenberg, with whom Steuermann had studied in Berlin from 1912 to 1914. Steuermann became the greatest disciple of that school, the most knowledgeable. It was Steuermann to whom Schoenberg dedicated his Piano Concerto, and Webern wrote his Variations for him. Steuermann played the piano part of Wozzeck for all the conductors in the beginning because only he could read that score. He was an immense musician who had deep insights. No one knew Schumann or Beethoven more deeply than Steuermann did. He always compared everything a composer had written to the work that you played, which meant he could call on a quartet, on a trio, on a symphony, on a song that would compare to it. He was a difficult man and a difficult musician because he’d convince you to play one way and at the next lesson tell you to play exactly the opposite! But for me, he was ideal because he freed me to find my own way.

“Always when I had a new work, I would play it for Steuermann. I remember the Schumann Fantasie and the Kreisleriana, Beethoven’s Op. 111 Sonata, Chopin’s Second and Third Sonatas, Busoni and Schoenberg works, the Berg Sonata, the Webern Variations. I mean, I wanted to learn from him. These works were really from the horse’s mouth.

“But the thing was, he could never satisfy himself. He had great difficulties in his own performing, always forgot in a concert. He was very critical, enormously critical. And the one thing with him was, the better the student, the more critical he was; the less good the student, the more supportive he was. I mean, if you played well, it was very seldom that you heard, ‘That was good,’ because he always knew how it should and could be better. But then I knew some of the students that he was teaching who barely played decently, and he was the most supportive and would say, ‘That was excellent. That was very good this time.’

“One time after a performance, he was very angry with me. He called me the day after I played the Chopin F minor Concerto with the New York Philharmonic with Mitropoulos and said, ‘Menahem, I don’t want you ever to come back for a lesson again!’ Well, of course I asked him, ‘What’s the matter, Mr. Steuermann?’ He said, ‘You don’t do anything I tell you.’ I said, ‘That is not the case, Mr. Steuermann. I mean, I may have done other things too, but I do what you say and I do what I feel and what I believe in.’ Then I said, ‘Did you like the performance?’ And he said, ‘Yes, very much.’ So I said, ‘In that case, can I come and play chess with you again?’ He said, ‘Okay, tomorrow.’ And then I went back to play chess with him, and I lost. He was a very good chess player, but this time I wanted to lose, and we made up.

“I have never forgotten that because he was so rabid on the phone, but he must have felt—and I do feel even to this day—the deep admiration I had for him and for his knowledge and for the way he would show things. I learned from him, and I learned to understand, and I learned to look deeply into music. I really admired him, and now that I am a teacher, I admire him even more for his all-encompassing knowledge.”

NEW YORK

New York became the Presslers’ base. The couple had an apartment on Eighty-sixth Street and Central Park West at the Peter Stuyvesant Hotel, where Artur Schnabel also lived. Other friends lived in the same neighborhood. Steinway made sure Pressler had a piano at his home, and Menahem and Sara attended many concerts during this time in New York. “Horowitz, Schnabel, Alexander Brailawsky, Myra Hess, Rubinstein, Claudio Arrau, Heifetz, Simon Barere [the phenomenal technician who died on stage playing the Grieg Concerto], many, many concerts.” Pressler and Sara enjoyed “many Saturday nights with friends, young artists, all of them. Seymour Lipkin, Gary Graffman, they all came to the house. We played, we talked and we discussed. It was a wonderful time to be in New York.”

Sara traveled with Menahem much of the time for the first two years of their marriage. But after the birth of their first child, Sara stayed home. Each year, Pressler says, he questioned how the next season would be, how long he would be away. “The first seasons were fantastic, but then after a while, another young sensation comes along.” Finally, the two decided to return to Israel, with plans for Pressler to teach at the Tel Aviv Conservatory (now the Tel Aviv Music Academy) and travel from there for concerts.

In America, Pressler had recorded many solos for MGM and in doing so had met violinist Daniel Guilet and cellist Bernard Greenhouse. The Presslers hadn’t been back in Israel long before Guilet telephoned. “Menahem, can you come for nine concerts in America? And to make the trio record for MGM that you wanted? Columbia is willing to give us those concerts.” “I said, ‘Yes,’” recalls Pressler. “That was really a most important step in my life.” So the two returned to America with their baby and resettled in a New York apartment.

U.S. CITIZENSHIP

It was while in New York that Pressler gained U.S. citizenship. “I am very, very happy and proud to be a citizen,” Pressler says. “I love this country for the opportunity that it has given me, and that’s why I have never minded to pay the taxes. It has always been a privilege to live in this country. It is a privilege to be protected in this country. It’s a privilege to make friends in this country.”

Though completely happy to have made the move to America and to have become an American citizen, Pressler says his feelings for Israel today are “as strong as they have ever been. As a country, it gave me an education, freedom, hope. It supported me, and I see that it has created dignity for all the Jews, if they like it or not, if they’re Zionists or not.

“The love is very great, but it is enhanced by Sara’s love. And also, even though we pay a great deal of taxes in America, we have taxed ourselves, or she has taxed me and herself, to support Israel but not to get any honors or be praised for it. She is always invited to recognitions, but she never accepts. She always selects things; she has many water projects, which are vitally important. She also supported the houses for children who come from North Africa and were mistreated and therefore had great psychological problems. She supported the poor children who needed books to go to school. She supported a clinic that helped them to learn how to brush their teeth and helped them with education and training, all that. She also planted trees, 500 trees to this one or that.”

Pressler reiterates that he and Sara are extremely appreciative of what Israel gave them and that they both still have a passion for their homeland. “She always says, ‘You have to be grateful, because they saved your life.’ She was born there, therefore, she is grateful. She refused any luxury for herself. I didn’t do that, not as much, but she did. It is a passion for us, a passion in our house, I must say. Sara spoke only Hebrew with our children. She had me only speak German, and of course, in school they spoke English. So they really learned to understand three languages.”

Regardless of the couples’ continued passion for their homeland, they remain thrilled to be in America. “And then, of course,” Pressler says, “the greatest thing that happened in our lives was coming to Bloomington.”


SIX

BLOOMINGTON

COMING TO INDIANA UNIVERSITY

Just as his concert career began to soar, Pressler’s life took an unexpected detour. He received an invitation in October 1954 from Dean Wilfred C. Bain of Indiana University. “I said, ‘No, I can’t. I have concerts.’ “Bain wanted me to come to Bloomington, a great music school of course, and he had my name in his little black book because he had first invited Steuermann, my teacher. Steuermann had said, ‘No, I am a city man, but I have a young colleague,’ so Bain just wrote my name in his little black book, but didn’t invite me yet.”

Next Bain invited the pianist Willi Masselos to come to Bloomington. “Willi and I were part of a four-piano team and made recordings under assumed names playing things like Night on Bald Mountain just to earn some money. Willi believed in his stars. If the stars didn’t tell him to go, he wouldn’t go. And then one day, Masselos said, ‘Menahem, should I go or shouldn’t I?’ I said, ‘You must, of course.’ He said, ‘You wouldn’t, would you?’ In order to encourage him, I said I would, but I didn’t have the slightest idea what Indiana University was like.”

Masselos did take the position at Bloomington, and then enticed Pressler to follow. “When Bain called me, I said, ‘I can’t.’ When he called me a second time, I still said, ‘I can’t.’ So Masselos and Sidney Foster, who was already a professor here, called me, and Masselos said, ‘You told me you would come,’ so I accepted a position of Artist in Residence for one semester. That was in 1955.”

“But Bain was, from the beginning, interested in getting the best. Willi Masselos was a fantastic pianist, and so was Sidney Foster. Then he got me. Pretty soon he got [cellist Janos] Starker, then [violinist Josef] Gingold, and it grew. Always the best.”

When he arrived at Indiana, Pressler skipped a reception held by the university’s president, Herman B Wells, who was renowned for remembering everyone—even those he had not met—by name. Instead, Pressler left town immediately for a weekend concert tour. Winter weather set in during that weekend, and when Pressler found himself unable to make the drive home from the Indianapolis airport, he stopped to call his wife, still in New York, to let her know of his whereabouts. There in the airport stood Wells, who said, “Menahem Pressler, what are you doing here?” Rattled that Wells would recognize him, Pressler offered an explanation, and Wells said, “May I invite you to join me in my car? My chauffeur is coming.” “And so he took me,” Pressler says. “Wells became more and more interested in the School of Music, and every time I had a good notice in the New York Times or somewhere, I would get a little note from him. That this university is where it is was all his doing. He was a prince among princes.”

Pressler’s first years at the university did not pay all that well, though the position allowed him to continue his concerts. “I know that I got too little, because Bain knew how to divide up one salary check into two people in the beginning; and since there was a pool of so many, he could do it. Soon enough I got an invitation to another school with another salary offer and that helped.”

The school allowed him to concertize, as long as his obligations to his students were satisfied. “Just so you give them all their lessons,” he recalls being told. “And so if I was gone more than three weeks, I would sometimes bring in someone to teach them.” More often, Pressler himself would offer to teach his students two or three lessons per week to make up the missed lessons. “[Bain] couldn’t have attracted Starker and all these others if he hadn’t let them play,” Pressler says of the teaching and performance arrangements. He compares it to a School of Medicine: “The most honored teacher is the surgeon, not the one who doesn’t do surgery anymore. Music is the same.”

Pressler first lived in faculty housing on campus on the corner of East Third Street. “It was a nice apartment, small but nice.” Sara soon joined him in Bloomington, “and soon enough, with a child, we looked for a place.” He and Sara found the home in which they still live. “I have been happy that I bought that house—and then added to it. We enlarged the dining room and added two more bathrooms and enlarged the garage, too. It’s really a beautiful, beautiful house. I love it there.

“My studio [at IU] was downstairs right next to the bathroom, and so many times people would run into my studio thinking it was the bathroom. And then as soon as the round building [the Music Annex] opened, I moved into this studio. I have cleaned it a few times, but you can see I am overrun like the Brazilian jungle—it grows!”

Beginning Teaching

And so Pressler began teaching. “During that first year I had some students who couldn’t even read music. But first of all, I learned to see what each one needed, and I guess some people are more born to be a teacher than others. And that has nothing to do with their knowledge, but it has to do with their desire and ability to transfer knowledge, to understand the psyche of the person that you transfer the knowledge to, what he or she is capable of receiving, and how much that particular person even needs. Because to be a perfectionist with someone who doesn’t need all that would break the spirit, and that little love for music would be killed.”

Pressler had more than twenty students during his first couple of years at the university. During his third year when Sidney Foster suffered a heart attack, he and Masselos divided Foster’s classes so that Foster could continue to receive a salary. “And every night after teaching and after practicing, we would go to Sidney’s, eat something, drink a glass of wine, and talk. It was wonderful. Sidney and Bronya, his wife, they were the most wonderful friends one could imagine. So I started to have good students, because his class was good, and from then on I had only good students. I could choose my class. Today the class is full way ahead of time from all over the world.

“But I learned many things. I learned to hone my technique of teaching. I learned to understand my students more, and I learned to pace myself, because it’s an enormous task to sit for six hours teaching and then to go practice, which was a must. So it is here that I grew to be a teacher. And I learned also to become a specialist in master classes. Now I have master classes all over the world.”

Bloomington Colleagues

Pressler is quick to agree that he has had many wonderful colleagues in Bloomington, pianists as well as other musicians, who have been inspiring. “Absolutely. That’s also what helped me, because when the other job offers came along—Rochester, Stony Brook, Juilliard, Texas, Cincinnati—what helped me decide to stay was two things: the faculty and the administration. To have a Webb [Charles H. Webb, dean emeritus] as a dean is wonderful, and that has continued now with Gwyn Richards. He’s absolutely unbelievable, very, very special.”

The colleagues have been extraordinary. “Sidney helped Abbey Simon to come here. He was a consummate pianist. And then Sidney and Abbey brought Jorge Bolet here because they had studied with him at Curtis when he was a graduate student, and of course they knew what he could do. I enjoyed Bolet immensely. And György Sebök was a unique musician. We’ve had fantastic people.”

Master Classes

Pressler eventually become a specialist in master classes at Indiana University. “At first, Starker and I led the master classes in chamber music. Then he stopped and I took them alone. And then somebody dropped out of leading the piano master classes, so I had the chamber music master classes and the piano master classes and my studio with eighteen students. I mean, it was killing [me]. Sara began helping by selecting the students for the classes and eventually for my studio.

 

 


INTRODUCTION to A MASTER CLASS

It’s the sixteenth year [at Adamant, Vermont], and I’m delighted that we have so many new faces among our players, because, up to this point, no one would release his place in the class and I would never, never let one of my older students go for a new one, even if the new one is supposedly better.

Now that brings me to the point that I like to make before we start: we are here together, and the one thing that really brings us to be together is the love for music. And love for music is not exemplified only, or first, by how well you play. It is exemplified by how deeply you feel the music, and that can be exemplified by any one of us. We have had people who could not play very well but who learned something, and that in itself gave every one of us not only pleasure, but we were proud of that particular person’s battle for getting better. And in a way, it really doesn’t matter who the name of the player is. It is always the same battle to get a little bit better. Now I know one thing-and that comes with age–that you always pay a price, you get better in one way and you get less good in another, but better in a way you haven’t had before. You enrich your all-around experience, and your regard for the composers becomes deeper, richer, and with a greater love for what they represent, for what they have given us.

So, here we are in the master class and we all learn how to control our emotions, especially the one emotion that we all experience: fear. And we have to control that and overcome it, and we do that by simply sitting down to perform. That in itself is an act of courage. There is no one who’s trying to play badly; there is absolutely no one. So when we sit down to play, we would like to shine. We would like to be accepted as “Oh, you are wonderful.” And at the same time, it is also that to which we have devoted our lives. We want our lives to be rich, to be something that is bigger and better than we are.

We hear today Beethoven and Debussy and Chopin. Whoever had such a dowry before? But we do, and so I don’t want to delay the marriage. Let’s start.



“The next classes were offered in Ravinia. Edward Gordon, the director, was a pianist, and he invited me once and from that time on until this day in Ravinia.” Pressler has continued to offer master classes at many universities and musical centers around the world: in Germany, South America, Israel, Paris, Basel, Berkeley, Biola University, Adamant, “wherever I would say, ‘Yes, I agree to go.’” A typical master class lasts three hours; some, especially in Spain, are four. “Most often there are four students in three hours so that each student gets forty-five minutes.”

Judging Competitions

Pressler continues to judge several piano competitions. He has judged the Van Cliburn four times, the Queen Elisabeth of Belgium four times, and also judged for the Paloma O’Shea and the International Piano-e-Competition. “I have a letter from Leeds on my desk now,” he says, “but I have never accepted it because it falls at the beginning of the school year. This next year in March [2008] I’m invited to a competition for competition winners in North Carolina as well as the Rubinstein Competition in Israel.”

THE BEAUX ARTS TRIO

Pressler often says that he has truly learned the most about making music through his work with the Beaux Arts Trio, which he co-founded in 1955, not long after his first recording, the soundtrack for an MGM movie, Song of Love, about the life of Robert Schumann. Arthur Rubinstein had already recorded a soundtrack that had been released by RCA, and MGM was looking for someone to record the music for its own label. Pressler got the assignment, which eventually led to thirty more solo recordings for MGM.

Pressler had expressed interest in playing Mozart trios, and MGM encouraged him to find players for the project. He was introduced to Daniel Guilet, concertmaster of Toscanini’s NBC Symphony who had formed the Guilet String Quartet after years of playing in the celebrated Calvet Quartet. Guilet then introduced Pressler to cellist Bernard Greenhouse, who was cellist with the Bach Aria Group, and thus the Trio was formed.

The first session of the Beaux Arts Trio resulted in a recording of Ravel and Fauré trios, followed by a recording of Mendelssohn and Haydn trios. The Trio originally had a limited tour of nine concerts, but on July 13, 1955, they substituted for the Albeneri Trio at the Berkshire Festival (now known as Tanglewood) and received praise from several noted musicians, including Festival conductor Charles Munch and soloists Zino Francescatti and Robert Casadesus. The debut was such a stunning success that a tour of seventy concerts was arranged. The Trio’s third recording won the prestigious Grand Prix nationale du Disque.
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Fig. 6.1. Beaux Arts Trio, 1955. Daniel Guilet (violin), Menahem Pressler (piano), Bernard Greenhouse (cello).

Pressler admits to being the least experienced chamber player when the Trio was founded. “Guilet not only had studied with fine teachers at the Paris Conservatoire but also had experience in outstanding string quartets, learning how to play a masterpiece not just from section to section but truly how to structure the entire piece. Then Guilet was concertmaster of the NBC Orchestra under Toscanini, and you learn a tremendous amount from a conductor like that. Then he became first violinist in his own quartet, so he really knew music on all these different levels, great music-making. And then he came [to] the Beaux Arts Trio. So I was the beneficiary of his knowledge of music-making.

“He was very difficult, worse than Steuermann. It was not only that he was critical; it was that every second word in the rehearsal was seemingly like an insult. Bernie Greenhouse saw it as such, and so there were many battles there. I didn’t see it as such, I must admit, until later. I only saw how much it meant to me to discover the extent to which one deepens oneself in the work and owns then the whole work, so that I, sitting at the piano, don’t just play my part. I play every other part, yes?”

(The Trio’s personnel has changed greatly over the years. Isidore Cohen replaced Guilet in 1969, and Peter Wiley took the cello position when Greenhouse retired in 1987. Violinist Ida Kavafian performed with the Trio from 1992 until 1998, when Young Uck Kim stepped in. The present players are cellist Antonio Meneses, who joined the group in 1998, and the newest member, violinist Daniel Hope, who began in 2002.

(At the time of this writing it has been announced that the Beaux Arts Trio will disband following the 2007–08 concert season with final concerts at the Tanglewood Festival in Massachusetts in August 2008.)

A CONTINUED EDUCATION

Pressler has maintained his search for excellent teachers and new influences throughout his life, seeking the best he could find, both in Europe and in America. The lineage of his various teachers reaches into history to Bach, Beethoven, Haydn, Mozart, Liszt, and Chopin and includes the Germanic, French, and Russian traditions. He was carefully schooled in the details of form, musical theory, and style. Through his conversations with Loyonnet and teachings of Vengerova, Pressler incorporated a relaxed technical approach into his playing and his teaching. He gained tremendous interpretative insights from Loyonnet, Casadesus, Kestenberg, and Steuermann and from his experiences with the members of the Beaux Arts Trio.

Pressler’s desire for perfection has resulted in his being highly demanding both of himself and of his students, and his impulsive personality has led him to great spontaneity of interpretation. His amazing love for practicing as well as performing lends a quality of delight to his music making and his teaching. The ease with which he learns new pieces has allowed him to achieve an immense repertoire. And his personal drive and extraordinarily good health have enabled him to participate in a long and distinguished triple career of solo work, chamber music, and teaching.
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Fig. 6.2. Beaux Arts Trio rehearsal, 2006. Daniel Hope (violin), Menahem Pressler (piano), Antonio Meneses (cello).

When asked if these different aspects of his career were ever in conflict with one another or if they worked together harmoniously, Pressler replied, “I think they feed each other. I feel very strongly about each of them and have felt them feeding each other musically and even technically. You play chamber music in the most serious manner. You learn how to look at a work, you learn how to use your hands, and you learn the sense of balance. Then you play as a soloist. You learn to balance the two hands. You see the sense in which you bring a work from the first note to the last note to a really organic conclusion. And then you bring that knowledge, that inspiration, into the studio, and you have a relationship with a student who is wide open and can take that advice from you. And then, in a sense, the way he or she takes the advice and makes it work for himself or herself is a teaching to you. You learn something there too, so then you come back out of it with renewed pleasure in making music.
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Fig. 6.3. Antonio Meneses, Menahem Pressler, Daniel Hope

“I have felt very, very much energized by those three activities and have been able to do them because it is not easy to ‘dance at three weddings.’ And I’ve been doing it and doing it with great pleasure and, I would even say, with great inner satisfaction. There is a saying from the Talmud: ‘I learned a great deal from my teachers, I learned even more from myself, and I learned most of all from my students.’ “


SEVEN

GENERAL ASPECTS OF PRESSLER’S TEACHING

SELECTING STUDENTS

Menahem Pressler has instructed hundreds of students over his fifty-year teaching career, most of whom have been enrolled in masters or doctoral degree programs at the Indiana University Jacobs School of Music. Some have been undergraduates, and some have studied for their Artist Diplomas. In the earliest years of Pressler’s teaching, students were routinely assigned to his studio. As the numbers of interested students increased, students would contact Pressler by phone or letter, indicating their desire to study with him, and Pressler would schedule personal auditions, at which time he would hear students play for ten or fifteen minutes and talk with them about their plans for the future. Students came to consider admission into Pressler’s class as personal triumphs, affirmations of accomplishment, and guarantees of future success.

Pressler comments that what he looks for, first and foremost, in prospective students is their love for music and their desire to dedicate their lives to it “so that, whatever life brings, they will be happy. By that I mean, if they are in a certain place and they teach there, I want them to be happy they found an outlet for all they know, for their love of the works, and that they can transmit that love to others.”

Pressler points out that he always takes on some students who he realizes will not be the best players but who might make good teachers. “I look for character, the attitude,” which he describes as “a sense of inner discipline, a force that will help the student succeed. You have to come with everything, with the love for it, with the desire to really devote your life to it.” He says he looks for coordination, to see that the hands are good. “And I look for intelligence, so that I know they will understand what I have to say to them. We must do anything to help a person find his maximum. How few do find it. I want them to be motivated and to continue after their degree, after getting a job, and so forth. I want them to keep their desire, no matter where they end up because that place where they are is the musical center for them. If you continue to live that way, you will make yourself happy and you will make others around you happy. You will not feel that you are just a poor pianist who makes a poor salary, but that you are a rich man.”

Because of increasing demands on his schedule, the selection interviews in recent years have been conducted not by Menahem but by his wife, Sara, whom he calls “an innate psychologist who really understands people.” After prospective students have passed entrance auditions into the School of Music, Sara interviews those who express the desire to study with Pressler. She does not hear them play but asks about their backgrounds and goals. Pressler says his wife “can discover in half an hour much more than I can by listening to them for ten minutes. She sees much further.”

It is additionally important to Pressler that his students are supportive of one another and reflect the camaraderie he experienced as a student among young musicians in Israel. “There is a wonderful support system in my studio from one student to the other. It always has been, and that’s what I feel is so vitally important. The outside world is hard enough, is difficult enough, and is supercritical very often without adequate knowledge. I have my students give master classes for themselves. They play for each other, and I want them to learn how to critique each other properly. We know what happens outside. We often see schools that are built like that, where one student speaks badly of the other, and it’s as if the world outside has been transferred into the school. Instead, the students should be protected, at least during the years of study, so that you get strong because of the support you feel, like having good parents.”

THE IMPORTANCE OF TEACHING

“Teaching is one of the most satisfying things one can do,” says Pressler. “You teach things that you know to people who would like to learn, things that I have tried and they work. I have tried also to teach the technical system that has served me so well. Today, at my age, I’ve never had tendonitis. I never had anything where I had to stop practicing, even though it was difficult to sit down sometimes. That part was worn out sometimes, or the shoulders would hurt because I would sit there for four hours, very intensely practicing. The thing is, I was always relaxed or free. Let me put it like a good tomato: the right mixture of sour and sweet, the right mixture of tension and at the same time release. I have discovered a lot through teaching. I have even discovered things about the piece through the student’s playing of the piece, not just because I knew it better but the student found a certain insight that I had not seen, and I was delighted. I really try to encourage what is in their personalities, their personal ways of expressing music, their strong points. And with that comes freedom.”
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Fig. 7.1. Pressler in the studio, 1970s

Pressler realizes that every student is an individual. “When you have three students playing the same piece, they couldn’t all play it the same because they’re different. No, after a while you learn that each of the people that you teach has a fire inside them, that there are places that you don’t touch because it hurts them and it will hurt you. But that is not a given. It is not written anywhere.

That is also one of the reasons I don’t have any visitors in the lessons when I teach my students. Very often I get asked, ‘Can we come in for one of your lessons?’ I say, ‘No,’ because when you are alone with a student, that is different than when someone is there. You cannot say certain things in front of someone else because the student will accept from you like from a doctor. I may say, ‘Look, this arm is bad here. We have to get to the wound in a different way.’ Now when someone else is there, you can’t say that. You leave the wound a little bit, and you give an aspirin, and you say, ‘You will feel better tomorrow.’ Now I don’t do that in a lesson. It has to be between the student and me because there is a relationship that is built on trust, so you can really demand or say many things because the student knows the intention is for his good. That’s what any teacher should remember. It’s not a power play that you’re better than the student or that the student is less than you are because you know a little more. No, there’s always the belief that the student will be able to do it, to do something with the music and with himself, even though you have to criticize in order for him or for her to get that.

“What I pride myself with especially is that I taught my technical principles and the principles stay the same, but they are applied differently to different people because we have different physiques—long arms, short arms, big, small, heavy, no weight whatsoever. Besides that, we each have our own personality. And very often a teacher can be harmful—not that he wants to—but by demanding that all students do certain things, but this particular one cannot do it that way. You have to tailor your demands. You have to tailor your approach. With some I can yell, which I do, but with some you only speak very nicely.

“I think communicating with students is something you have naturally and something you develop. You love to speak to them, so that’s a need. You have something to speak about. You speak, and what makes it so much more pertinent, of course, is that you speak to the student about what he or she is. So the student wants to hear that, because that’s what he comes for. It’s not that he has to please me with his playing but that he has to learn something. So I have to learn how to speak to students, yes? I’ve developed that by, you could say, on the job training, and you hope that the student will learn to transfer ideas from one piece to the next.

“Very often when you know how a piece goes, you don’t actually have to make it clear to yourself in words because you already understand it. But when you have to say it to a student, you have to put it into words. You have to put your finger on it, and you have to explain, ‘This is this and this is this.’ And then, once you have expressed it in words, somehow you find a way of going a little further; and that’s where teaching has helped you understand. It becomes deeper in you by making it clear to the student, yes? And what comes back to you is a deeper clarification for yourself. Also, you find out through students very often that pieces that you thought you did not like so much, you start to like. You hear it, you teach it, you like it, you play it, and it becomes your specialty, so to speak.

“In a way, it’s what we have in a marriage with children. The children bring you immortality. So it is with my students. I give them, like a parent, the best I have found in the world of music. They open their hearts, their souls. They become my mental children. Through them, I will live longer, having given them the best to share.”

THE DEMANDING NATURE OF HIS LESSONS

His students quickly realize the demanding nature of Pressler’s lessons and master classes. Pressler gives his all, and students must come to lessons or master classes prepared to do the same. Pressler’s daughter, Edna, describes the situation: “I have observed him teaching many master classes at Adamant, at Banff, or Ravinia, or in Germany at Kroenberg; and these have been professional pianists and nonprofessionals, senior citizens, and young people. One thing he requires is professionalism. Students must arrive on time, not a minute late, because he is always on time and he expects that in others. They must bring two scores, one for him and one for them. Even though he may have played the piece a thousand times, he still likes to look at the score; and it must be their own scores, not library copies. Also, they should bring their own pencils and a way of recording the lesson. They must know all markings. If he’s working with an ensemble, the members must allow enough time to rehearse together as an ensemble, not just as three soloists, and each person must know the parts of all the other players. These are the basic requirements. If these requirements aren’t met, then the lesson gets off on the wrong foot. There are times that I’ve wanted to warn someone so they didn’t start out with a disadvantage.”

 


IN GRATITUDE to TEACHERS

You know, we all know that playing is difficult; and the more gifted one is, the more you realize how difficult it is. And what gives music this wonderful impact and strength is that [pianists] feel that music has an enormous important function to make life worth living. We have many things: we like to live in a nice home, we like to be married, we like to have good children, we like to do all of those things.

But there is some part inside of each of our souls that is asking for some kind of nourishment. And nothing can give as much beautiful nourishment–well, of course, there are many, many things that will give people nourishment–but music does it without saying a word. It gives you these black dots, and these black dots give you a kind of fulfillment. And I find it very, very wonderful when people sit here and play in front of us and undergo the searing difficulty to play that and hear from me, “You have got to play all the notes!” Of course, he would like to play all the notes. I know that, and he practiced all the notes. But then, like all of us, you come in front of an audience and some of the notes seem to not want to be played.

A good teacher can find a way of coaxing students, of explaining, of encouraging. And, as a teacher, it is wonderful when one is able to help a student achieve something more easily. And I know that we all feel that gratitude toward our teachers, a kind of gratitude for being helped so that we will remember them always for good or for worse–and that better be for good!



The same applies for individual lessons as well. Pressler expects students to master every detail covered in previous lessons and to go beyond his instructions both in technical and musical preparation. He rarely gives praise during lessons: “If I don’t mention something, then it’s better!” A student can take pride in hearing Pressler say “not bad” following a performance.

The goal, simply stated, is technical and musical perfection. In Pressler’s words, “Every single note should sound. [One mistake] is because we are human; twice is unforgivable.” If students strive toward this goal, impossible though it is, students will be prepared for future opportunities. “Work and an opportunity will arise. But you have to be ready for it and capable of taking it. But very, very often we say, ‘Oh, but if only I had that happen to me, I could have done such and such.’ ‘I could have’ is a very lame excuse.”

Pressler abhors what he describes as “the empty phrase.” Jonathan Bass, former student and now on the faculty at the Boston Conservatory, says that Pressler “abhors a vacuum, so in other words, if you’re not really putting anything in, he’ll supply what’s needed; but he’d rather that you bring in your own ideas.” Pressler says, “I give you these ideas not so you will copy me but so you will develop your own ideas.” Bass recalls, “There were times that he would say, ‘I don’t care if you do it this way or that way, but do something.’” Edna Pressler agrees. “He’s thrilled when he hears something that he didn’t come up with himself.”

Paula Ennis, another former student, states that Pressler “is able to differentiate [among] five levels of accomplishment: good, very good, excellent, superior, and artistic. Many people cannot hear the difference between excellent and artistic, but he can and he wants you to.” This push for excellence means that lessons are conducted on the highest level of professionalism. Pressler has a keen sense of what each student is able to accomplish, and he pushes and prods them to achieve their best. They see themselves growing and progressing from being exposed to his high level of concentration and discernment of sound and musical style.

THE TECHNICAL EXERCISES

Pressler describes his technical principles simply as “the free arm, the transfer of weight, coupled with a strong finger technique. That is the goal. Only the way it evolves in each person varies. Everyone is different—the length of the arm, the height of the body, the relationship to the keyboard.” By collecting exercises from his teachers, both from the French way and from Vengerova, Pressler devised his own techniques to help others understand how to free their arms and so on. He also uses a circle-of- fifths scale cycle for single-note scales, octaves, and broken octaves. (See Chapter 8 for discussion of these exercises.)

For many of his students, Pressler requires that they practice exercises exclusively for two to three months before beginning to play repertoire. Usually, it is Pressler himself who has guided students through these technical drills, but sometimes he has relied on graduate assistants to teach the exercises, as much for the benefit of these individuals as for the student.

PRESSLER’S DEMONSTRATIONS

One of the tremendous benefits of study with Pressler is to be able to see and hear him demonstrate his myriad sounds and precise technique. Because of his many recordings, annual Indiana University performances by the Beaux Arts Trio, and occasional solo performances, it has been relatively easy to hear Pressler on disc and on stage. With approximately fifty Beaux Arts Trio recordings available, students can hear the master’s energy, sonority, and stylistic understanding through virtually the entire chamber repertoire with piano.

Even more valuable to the student is the direct reinforcement Pressler provides in lessons by modeling the depth of tone needed for melodies, suggesting fingering and redistribution of the hands, shaping the desired inflection for musical lines, demonstrating the voicing of chords, and using the pedals to create a multitude of effects. “When [Pressler] demonstrated,” recalled Paula Ennis, “I heard the sounds that he could make. I noticed how he did it, and it was always a different touch, dependent upon the musical context. He would caress the key to make a beautiful sound, and I heard that there was a difference. I remember in teaching Ravel’s ‘Ondine,’ he said to me, ‘Silver.’ And then I did it, so the technique was created by his mention of the word. I listened to his words and his metaphors and then my fingers and hands would just go there and try to create that sound I thought he wanted. He’d say, ‘Do you hear that sound? Once you know you can do it, you can do it again.’ So, what I remember about the creation of sound is hearing him play in the lessons. I’d listen very carefully, and then I’d try to re-create that; but I had to find my own way of doing it.”

THE RECITAL

Pressler often reminds students that lessons and master classes are ultimately preparing them for recitals, chamber music concerts, or concerto performances before live audiences, which, he says, “provide a stimulus, provide inspiration, provide a response. There is an enormous importance to a recital. A recital is somehow an end station in which, whatever the effort to learn those works, that effort has to come to a climax. But when it really comes into focus is when I feel that that particular student, through whatever I taught him, becomes himself. He gets his own face, yes? When I hear them perform, it’s very difficult for me. I can’t help but participate in the performance. I perform with them. I suffer. I have caught myself as if I were performing myself. I hear certain points coming that present problems for them, and I feel the problem very clearly; and if I can, I psych myself up so that the message goes to them.”

SARA PRESSLER

Many students have commented on the important role Sara Pressler has played in their lives over the years, describing her as a “calm force,” “a most cultivated and dedicated personality in whom Mr. Pressler seems to have found the ideal partner in life, musical affairs and his professional career,” “a giver of advice,” “always available to us, a friend, a mother, someone to listen, a beautiful heart, someone always in Mr. Pressler’s shadow, but always present and so reliable and efficient!” Her role for the last twenty-five or so years has been as a sort of studio manager, not only interviewing each student who has expressed an interest in studying with her husband, but literally “making all the decisions about who will study with him and who won’t.” Pressler says, “Sara decides who gets in, but I decide who stays.”

One former student, Stephen Mann, comments on Pressler’s trust of Sara with that decision. “She’s an excellent judge of character, and she has a really good feel for what types of personalities will work well with him, people who are teachable and yet strong, independent enough to take the pressures of being in his studio but yet are moldable, that don’t come in with all their musical ideas completely formed.”

In her time with each student Sara asks questions about practicing and personality, a process she describes as “completely extemporized. It’s a kind of free-flow of ideas, starting, interrupting, coming back. It always depends on what we have in common at the beginning of the conversation, and then it keeps on going in a natural flow.” Pressler says that Sara “understands personality and can see not only how a student will work with me but also how a student will fit in with the other students in the studio.”

Additionally, when Pressler occasionally invites a colleague from another university to teach his students in his absence, Sara is usually the one to set up the teaching schedule. She also manages Pressler’s summer master class schedules at the university, and when the couple hosts students in their home for dinners or receptions, she makes all arrangements, including those for food preparation. Pressler says, “I have been able to do many things because of the help of my wife who would take many things off my shoulders. She helped me because she felt that would make me happy. And it did—to a great extent.”

Pressler has referred to Sara as his “rock” and described how important it has been to have someone he can “always trust and rely on.” Pressler recalls that once, as he was leaving for a trip, he didn’t want to awaken Sara, so he packed his own suitcase. When he arrived at his destination, he discovered that he had failed to pack any pants. “So that’s the last time I did that!”

Another of Pressler’s former students, Alvin Chow, who teaches at Oberlin Conservatory, says, “Mrs. Pressler was always very much involved with the students. We all considered her to be almost a second mother. We’d call her, check in with her, let her know how we were doing. She was always interested in our progress. I think also a part of it was that Mr. Pressler was traveling a lot, and I still remember that Mrs. Pressler, when she met my parents, said that she wanted us to consider them as our second family. And she said, ‘I will be here to take care of them. I will look after them. Should they have any problems, they should feel free to call and just talk.’ And I think that she made that offer to everybody.” Angela Cheng, also on the faculty at Oberlin, recalls, “You definitely felt well taken care of from every standpoint, not just musical; and if you ever needed advice about how to deal with everyday life, you just had to ask Mrs. Pressler. It was wonderful.”

INDIANA UNIVERSITY SUPPORT

A leading reason that Indiana University has been able to attract distinguished performers to teach in the Jacobs School of Music is its policy of allowing faculty members to continue their performance careers as well. “You know, in a sense, it is a wonderful school to which marvelous students came to study with me. It was a very fine place to bring up children. My wife loved the university surrounding and took many classes. And I also felt that the privacy it gave me away from business and away from the hustle and bustle all around that business was refreshing and needed. Over the years we saw this little school in the Midwest transformed to one of the best music schools in the world.”

Pressler himself has been an important part in building the reputation of the school, in no small part for having invited other artists to teach there. Professor Glenn Gass says Pressler has made a powerful impact on the school: “[He] is one of the true giants who makes the IU School of Music such a special place, and we all get to bask in the glow created by having such a special artist in our midst. His presence and endless dedication to IU are a real source of pride for everyone connected with the school.”

At Pressler’s eightieth birthday celebration, former dean Charles Webb stated, “Thank you, Menahem, for changing all of us, for helping us reinvent ourselves as musicians and artists, for inspiring us through brilliant performance and the most perceptive teaching, and for leading us truly to the ‘thresholds of our own minds.’ We hope to be here when you and the world celebrate one hundred!”
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THE TECHNICAL APPROACH

Any discussion of Pressler’s approach to teaching must begin with an understanding of the technical principles essential to achieving precision, freedom, control, sensitivity, colors, and intensity. In considering how to begin to communicate technical ideas to students at their first lessons, Pressler says, “You must build a relationship first. You have to build a mutual vocabulary. You see, we must learn to understand one another, so that when I say, ‘relax,’ they know exactly what I mean.” Former student William Goldenberg recalls, “It was common knowledge that the first thing [Pressler] would do at the first lesson was greet you with a handshake and talk about the strong grasp of the fingers and hand while keeping the arm relaxed.”

Next Pressler leads students to the piano, where they experience the relaxed arm while playing single notes, and over the next several weeks Pressler presents various drills and exercises that help students understand proper use of the fingers, hands, wrists, arms, and torso. This process enables students to interact with the mechanism of the instrument in a natural way, as if the keyboard were an extension of their own bodies. The goal is that students learn to play in a relaxed manner with balanced arms, strong fingers, and flexible wrists, creating beautiful, sonorous, non-percussive sounds without harshness.

STRONG HANDS AND FINGERS

Of foremost importance is a strong finger technique. Pressler says, “If I had to choose between a relaxed arm or strong fingers, I would choose strong fingers because it is the strong fingers and hand that provide the platform to support the weight of the arm; and the weight of the relaxed arm follows the movement of the fingers and hand.” Pressler speaks a great deal of the relaxed arm, but it is only by maintaining the hand’s arch, coupled with the strength of the fingers, that the performer can support and apply the weight of the relaxed arm. Additionally, it is the weight of the arm applied through the hand and fingers that produces a rich, singing tone. Pressler frequently shows a student the exact hand position needed for a passage and may also check each note of a passage in slow motion to ensure that neither the knuckle of the finger nor the arch of the hand is allowed to collapse.

Pressler also emphasizes the role of the mind in preparing the hands for playing. Proper preparation ensures both note accuracy and tonal control. Coaching a student preparing to play the first chords of the Beethoven Concerto No. 4 in G major, he said, “Your hands must be prepared so that you cannot miss. You are assured every note will sound and the voicing will be just as you imagine it will be.”

THE RELAXED ARM

Once strong hands and fingers are achieved, the arm must be loose and free. There can be no gripping of the muscles in the arms or shoulders because tightness inhibits freedom and control. Pressler often begins the first lesson by having the pianist sit upright with proper posture and freedom of breath, his shoulders loose and resting on the torso, and his arms hanging at the sides of his body. “Do you feel how heavy your hands and arms are? This is the weight of the completely relaxed arm.” Though he insists on such relaxation, he admits that “there is really no such thing as a completely relaxed arm. It’s a controlled relaxation.”

Next, the hand is raised to the level of the keyboard, with the fingers resting on the notes of a five-note scale. Pressler gently pulls the elbow away from the body and then releases his hand, allowing the student’s arm to swing back in place. Next, the student plays a single note and the arm is checked to see that it releases immediately upon impact and that it swings back freely. If Pressler sees tension, he may poke his index finger into the student’s upper arm and say, “Release.” Each note of the five-note scale is played and each time the arm is checked to see that all the weight is resting on each finger in turn, with the student all the while maintaining a relaxed arm. Pressler continues: “How does it feel? It should feel good, even pleasurable.” Students describe the sensation as a “floating,” “balanced,” or “centered” arm, where any degree of the arm’s weight is available at any moment to produce the needed musical effect.

To help students experience varying degrees of arm weight, Pressler often has them play series of eight repeated chords, beginning pianissimo and increasing to fortissimo, progressively adding more and more weight to the arms. Students then are asked to describe the feeling, realizing how the elbows and upper arms become increasingly involved as more weight is applied. Then Pressler explains, “When we remove the weight from the arm, where does it go? Of course, the weight is still there, but we are experiencing the muscles working together to provide a balanced platform for the fingers to do their work. The relaxed arm allows the fingers and hands to function properly.”

Pressler’s purpose of this technical training is to help students to teach their minds and bodies always to be conscious of the controlled weight of the arm and to enable the entire playing mechanism, the fingers, hands, arms, and torso, to be poised, balanced, and ready to come into contact with the keys. The exercises result not in a loose, floppy arm but one that is controlled, stabilized, and balanced, an arm that knows its role in enabling the proper activity of the hand and fingers.

TECHNICAL EXERCISES

Pressler has for years supplied students with photocopied pages of exercises that promote finger independence and proper action of the wrist, all the while maintaining the relaxed arm. “How did I get the technical exercises? I got [them] like a bee goes from this flower, takes a little bit, from this a little bit, and this one. And then I made my own honey, yes? What I learned from Loyonnet was to keep the fingers strong and have the arm relaxed and free. What Vengerova showed me was the discovery of the wrist, the transfer of weight, but the exercises I took from Dohnányi and Philipp and Hanon and other technical books. How do students find out what is a relaxed arm? That’s why I do the exercises.” So from the various exercises in his collection, Pressler picks and chooses, selecting those that meet students’ particular needs. For example:


1. Sustain the whole note by resting the weight of the relaxed arm into the key. Play the triplets evenly. Practice hands separately and transpose to all other keys.
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Ex. 8.1. Five-finger Exercise


2. Keep the same pulse for each bar throughout the exercise, while maintaining a relaxed arm throughout.
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Ex. 8.2. Finger Independence

 


3. Trill exercise: keep the same pulse for each bar throughout the exercise. Continue with other fingers. Right hand 1-2, 2-3, 3-4, 4-5; left hand 5-4, 4-3, 3-2, 2-1.



[image: Image]

Ex. 8.3. Trill Exercise

 


4. Major, minor, diminished, new key: continue the pattern through all keys and also play in reverse, starting on fifth fingers.
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Ex. 8.4. Major, Minor, Diminished, New Key


5. Using the major, minor, diminished pattern of Exercise #4, play thirds and broken thirds through all keys. Play in both parallel and contrary motions.
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Ex. 8.5. Thirds


6. Black-key exercise: play out two octaves and back.
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Ex. 8.6. Black-key Exercise


7. Fifth-third exercise: continue up the scale, using a wrist “drop” to play the fifth and an “up” wrist motion to play the third. One gesture (the circle of the wrist’s down and up motion) plays all the notes under the slur.
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Ex. 8.7. Fifth-third


8. Wrist rotation: practice the pattern using both sets of fingers.
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Ex. 8.8. Wrist Rotation


9. Ascend chromatically through all keys, then descend.
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Ex. 8.9. Finger Security


10. Feel different accents as indicated.
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Ex. 8.10. Changing Accents


11. Thumb turns: play the scale using 1-2, then 1-3, 1-4, and 1-5. Play the left hand with the same combination of fingers.
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Ex. 8.11. Thumb Turns

ONES, TWOS, FOURS, AND EIGHTS

Pressler uses the first of the Hanon exercises to help students discover how to apply arms, wrists, and fingers to passage work. The student begins with a lifted wrist. Then the first note is played by suddenly dropping the wrist, while observing that the arm continues to hang loosely. The student again raises the wrist and then utilizes the sudden, forceful wrist drop to play the second note. The process continues very slowly through the exercise, playing one note at a time, while full attention is given to the action of the wrist. “No, don’t raise your arm. The arm hangs. It’s only the wrist that moves. The arm doesn’t go forward. The arm doesn’t go backwards. The arm just follows the wrist.”
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Ex. 8.12. Ones, Twos, Fours, and Eights

As this process is mastered, the student begins to play the exercise in groups of two notes, dropping sharply into the first note with a heavy wrist and then playing the second note very quietly with a light lifting of the wrist.

When the two-note slur is mastered, the student progresses to four- note groups, dropping the wrist on the C, then playing the E-F-G with the upward motion, then dropping on the A and returning G-F-E with an upward-moving wrist. There should be no visible finger motion during this upward movement but rather a unified gesture that plays all three notes. Pressler calls this “getting three notes for free.” Hanon exercises #1 through #10 are played in this manner.

As students begin to understand the principle and apply it to their individual physical approaches to the piano, they progress to playing eight-note groups in one motion, with the first note of each pattern being played by the wrist drop and the following seven notes being played by the upward-moving wrist. The tempo increases throughout this process, with the circular motion of the wrist becoming smoother and less pronounced. The position of the fingers on the keys maintains the clarity of the notes, while the fluid motion of the wrist produces the sweep of the phrase, a release from tension, a legato touch, and a controlled gradation of tone color.

SCALE PLAYING

Scale playing actually begins with the finger motion learned in Exercise #4 in which the notes are played with the whole finger. Pressler clarifies, “But as we become the master of the hand, we play not only with the whole finger but sometimes with a slight pulling or scratching from the tip, especially while playing pianissimo.” This motion is used for playing both single notes and chords. The hand remains as close to the key as possible and this subtle touch gives clarity to the sound and an intimacy with the note itself. “Some people believe this slight pulling motion can create tension in the hand, but it’s actually the exact opposite. This touch helps the pianist create a strong grip. How can you play strong and fast if the hand is not strong? The fingers remain strong, but the arm is loose and free.”

THE SCALE CYCLE

Close contact with the keys coupled with the circular motion of the wrist become important aspects of the scale cycle. Pressler has his students play all twenty-four major and harmonic minor scales in a continuous cycle, by means of turns. For example:
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Ex. 8.13. Scale Turns

Keys of scale cycle: C–a–F–d–B[image: Image]–g–E[image: Image]–c–A[image: Image]–f–D[image: Image]–b[image: Image]–G[image: Image]–e[image: Image]–(d[image: Image])– B–g[image: Image]–E–c[image: Image]–A–f[image: Image]–D–b–G–e–C

The student plays four octaves of a C major scale, ascending and descending, then the wrist drops into the lowest note of the scale followed by the upward motion of the wrist, which plays the five-note turn and takes the student to the next scale. Pressler frequently commands, “Now, twice as fast.” The faster the student plays, the lighter he must play, and there should be less motion of the wrist and fingers. Eventually, each scale is played not only in four parallel octaves but also two octaves up, two out, two in, and then two octaves down, always using the five-note turn to progress to the next scale. And then in addition to single-note scales, Pressler requires students to play the scale cycle for octaves and broken octaves, an exercise that he considers to be foundational to his technical approach. “Scale playing is like brushing your teeth,” he says. “It must be done daily!” And during all the exercises, the pianist’s shoulders should remain relaxed and the arm free.

Another way Pressler has students practice scales is to play one hand in a regular tempo while the other hand plays at double speed. “That’s to see that your ear is keen, that you hear absolutely that it is together, that you’re absolutely conscious of having a unified touch, and that you know exactly where the fingers are. If I stop you, you have the corresponding finger in each hand. Play faster, now faster, now as fast as you can. That’s as fast as you can?”

The student is constantly asked to investigate, “Why is this uneven? What is happening here? Why is this finger weak?” As Paula Ennis describes, “I would test different angles of my hand or wrist. I thought that was my job. This is a wonderful quality of a teacher: that they can inspire you to figure out what it is that you need to do.”

OCTAVES

The scale cycle is used for octaves as well as for single notes. Pressler stresses fast, light octaves coming from impulses of the wrist, as well as heavier octaves that come from the arm. To sustain the hand position of the octave, the student is instructed to practice octaves while keeping the second and third fingers crossed. This allows the student to focus on the center of the hand so that the octaves become a unit rather than the student thinking about the extremes of the hand. “It’s here, between the second and third fingers, that is the center of your hand. When you see a great octave player—Horowitz, for instance—they always have these two fingers very close. And so, what I would like you to do in the beginning to establish the feel of that in your hand is to cross those fingers when you play your octaves so that you feel the center of your hand. And play in slow motion. We choreograph the keyboard so that, when we need to get to a black key, we come a little closer to that black key; and when we need to go away, we go by small steps away from that so there is no zigzagging in and out. You always move in the direction of the keys.”

BROKEN OCTAVES

Many students have reported the tremendous benefit of practicing broken octaves through the scale cycle. Says one student, “There is a little button in your upper arm. You unlock that button and you start feeling it, and that little button will go with you, will move with you, and then you will not get tired. But you have to unlock that button for yourself. When you have done that, you will have found the answer and you will have the endurance to play all the way through the cycle.”

Former student Jill Sprenger remembers practicing the broken octaves. “Rotation of the elbow as a relaxation technique was practiced in broken octaves. [Pressler] had me raise my wrist up and rock back and forth, watching to see that my fingers and my hand would hang loosely. It’s almost like windshield wipers with the elbow counter-rotating to the motion of the hand. What Pressler taught as the basis for advanced technique is whole-arm octave rotation and repeated octave playing from the wrist. These were the two octave techniques that he worked us all through.”

APPLICATION TO REPERTOIRE

Following this technical study, Pressler assigns transitional repertoire, such as Weber’s “Perpetual Motion,” Chopin’s G major Prélude, or one of Chopin’s Nocturnes to begin the process of applying the technical principles to actual music. In particular, the student learns to use the wrist motions, dropping on strong beats and ascending during weaker beats to achieve technical freedom, legato touch, and proper rhythmic structure to the phrase. Constantly, Pressler is checking to see that the arms are “released,” that the shoulders are free from tension, and that the fingers are not collapsing. At first the motions and resulting attacks are exaggerated, but as the student becomes more accustomed to the sensation of effortless playing and to the rich tone produced by the relaxed arms, and as Pressler becomes satisfied that no harshness is present in the sound, both the “drop” and the “lift” become more subtle.

Students are expected to continue practicing the exercises on their own so that the motions will become assimilated into their playing. Following this initial period of technical emphasis, Pressler rarely returns to the drills but provides frequent reminders such as “lean into the bass note,” “release the phrase,” and “that’s an ‘out.’”

As will be seen from the following chapters, Pressler’s comments during lessons from this point forward in a student’s development are highly detailed and consist of both technical and expressive guidance. The common vocabulary and the understanding of Pressler’s ideas of touch and tone have been established.
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PRINCIPLES OF EXPRESSIVE PERFORMANCE

Recurring throughout Pressler’s teaching are certain principles of expression that give insight into the multitude of “colors” that permeate his performances and those of his students. These principles of expression deal with all aspects of practice and performance, including integrity to the score, emotional involvement, quality of sound, phrasing, formal structure, pedaling, rhythm, fingering, and color.

INTEGRITY TO THE SCORE

Pressler believes that the first and most important consideration when learning a musical score is to follow the composer’s indications. Audiences and music critics often hail Pressler’s performances for their insightful expression, but he says, “All expression is based on the score. What does the composer expect? Let us satisfy him.”

Pressler believes that only through thoroughly studying the score can one know accurately how to interpret a piece of music. “Very often the mistake is made that people think that, by playing the piece, they have the emotions. But what they do is, they just read the notes and repeat them. They have neither digested them nor internalized them. Of course, we are spoiled by some of the great pianists, Horowitz, Martha Argerich, the ones that take immense freedoms. And when they do it, one excuses it, one accepts it by virtue of their enormous ability. But we, as young pianists—like me!—we look at a score as our teacher.” Pressler himself practices almost exclusively with music rather than by memory because, he says, “The score is the Bible. Ninety-nine percent of your effort should be directed toward the score.” As he asked one student in illustrating this point, “Can we be more religious and do what the composer asks for?”

Devotion to the score means that, in addition to note and rhythmic accuracy, all markings regarding phrasing, articulation, and dynamics are followed and the performer must have knowledge of harmonic relationships, melodic contour, unusual or unexpected features of an individual piece, and a thorough understanding of musical style. He or she must know all the technical difficulties, the quality of sound that is called for, and proper pedaling for the piece. Pressler adds, “Play the piece through your own eyes, but your eyes must be open to the composer.”

Pressler wants his students to “feel free and find their own way, if they can. The one who is creative is going to look for it, and I will encourage that. Not only will I encourage it, but if he finds something that even I don’t like but I feel it somehow opens in him a road to finding more which is spontaneous and original, I will encourage it. The student may ask, ‘Why can’t I do it this way?’ and very often I will say, ‘Yes, you can.’ But between that ‘Yes, you can’ and the laws of musicality, of style, and of having integrity to the wishes of the composer, you must understand that there are parameters; there are borders that are circumcised. It’s not free all over the place. You don’t do everything that comes through your mind. There are disciplines that have to be kept.”

BECOMING EMOTIONALLY INVOLVED IN THE PERFORMANCE

A pianist who relies on his own emotions in performance while disregarding details of the score risks sounding mannered or sentimental. As Pressler commented in one master class, “What’s missing? To begin with, what’s missing is a feeling that Tchaikovsky is more important than you are. I can tell you don’t feel that way, because, by the freedoms that you do, you feel you are more important than Tchaikovsky. Now that’s a bad beginning.” To another student playing Mozart’s Piano Concerto in C Major, K. 467, he asked, “When you have that B[image: Image], where does it go? Yes, to the A. The lifeline is B[image: Image] to A, yes? But you wander around and make it sentimental.” He says, “There are no secrets here musically. It’s plain on the face of the piece.”

One of the benefits of such intensive practice and score study is a heightened awareness of the character of a piece, a realization of what the composer is trying to say. Pressler comments, “When you practice, the music must take on a quality. It must be clear. It must say something.” He stresses that the pianist must feel inspired to communicate to the listener through the music and not just repeat the notes. “Slowly, that work takes on its own face within you so that you actually are part of the face. You are not a Xerox machine following the score and what you see is all there is. It is very often what you don’t see, what is between the lines, that’s important. It is the beauty, and it is a great source of strength to find those things that are between the lines. They force you to think; but since music is the language of the soul and of the ear, it is not knowledge alone. It is your sensitivity and sensibility that become aware of connections inside the works that may only be there for you. And I would go even a step further: that you may only imagine. First of all, you have to be interested and you have to be interesting. You have to be the one to make [the music] interesting.

“Sometimes we play a piece, such as an étude, to learn some particular thing, but generally, we play pieces because they say something, not just to overcome a technical problem.” One student asked, “That’s what I wonder: how you manage, after so many years, to keep your pieces so fresh?” Pressler replied, “You know, when you are in love as I am with these pieces, they are always fresh. They are always young. I remember the first time I was thrilled by them, and I am thrilled today by them.” To another student, he said, “What is missing in the piece is an artistic attitude. You started it like it’s a daily job. You start like, ‘Let’s go out to lunch. Let’s go and have coffee.’ But if you start the piece in a beautiful pianissimo, it’s all of a sudden a kind of world that you pull yourself into and you pull us into it. So it is a way of touching, a very special way of touching it. The first one to be inspired by it is you—when you practice it, when you play it, when you touch it.”

The challenge to the player is to continue to be inspired throughout the process of learning and performing. Pressler chided one student by saying, “It’s good, but it’s not magic.” To another, he commented, “Why is it not yet good? Because if you just play it and you go about it and say, ‘It’s not important. It’s okay,’ it’s like when you drive through the country and you see a restaurant sign that says, ‘Come in just for food. It’s quick. It’s horrible. But it’s just food.’ But the food that Brahms serves up is for people whose taste buds are the most developed.”

Another aspect of being emotionally involved in performance is finding the balance between technical control and musical excitement. When hearing a student play the third movement of Prokofiev’s Sonata No. 7, Op. 83, Pressler tells him, “It’s not so exciting that I can feel your life depends on it. That’s what I want. One other thing: if the choice is to take the excitement of the performance or the clean note, take the excitement. If you hit it clean, how great, yes? If it’s a 50/50 percent chance, go for it. If it’s less than a 50/50 percent chance, you can’t go for it because then you haven’t got a chance of hitting it, yes? But if it’s 50/50, take that chance of missing but having the excitement, yes? That’s terrible advice from a piano teacher, but it’s the advice I’m giving myself when I perform. That’s how I live my life in performance.”

PHRASING

Pressler believes that a piece of music can only communicate its character or message to a listener if the performer projects the phrasing of the piece. To one performer, he remarked, “For you, it is enjoyable because you conquered it, yes? For us, it can only be enjoyable if you tell us something.”

In teaching his many guidelines for good phrasing, he stresses that a phrase is a complete thought, corresponding to a sentence that can be conveyed with one breath. Frequently, Pressler says to sing or speak the phrase or he instructs the pianist to think of the idea as if presented by a singer or an instrumentalist. He cautions one of his students, “To my way of feeling, you played too slowly. I couldn’t identify with you. I couldn’t breathe with you. I listened, but I didn’t sing it with you. A singer would already be at the end of her breath.” Pressler also frequently speaks of shaping a phrase. “When you have a line, you have to play it so that we see the outline.”

The motion of the wrist and arm play an important part in shaping a phrase. Rather than allowing the hand to drop as in playing a single note or chord, the wrist stays as level as possible and the arm moves laterally to unify the smaller motions of the fingers and wrist during a phrase, creating a feeling of movement and flow to the phrase rather than a sense of plodding. The only overt downward motion would be to apply weight on the climactic note or chord of the phrase, which would be followed by a lifting motion of the hand and arm at the end of the phrase to simulate taking a breath.

Usually the dynamic inflection of the phrase is dictated by the contour of the musical line. “Now any time in music, unless the composer asks for something else, when he comes down, you go down. If he falls, you fall with him, yes? How does one hold a phrase together? One must feel that you hear where the peaks of those valleys are.”

The pianist must pay careful attention to the relationships of the notes, such as observing the decay in volume of a long note and matching the following note’s attack to this decay. Pressler comments, “Between notes, there’s always a relationship, like between people,” and he offers examples: “Hear the decay resolving to the F[image: Image]” (Brahms, Sonata in F-sharp minor, Op. 2, mvt. 1, m. 15); “Always, after a long note, start softly. Otherwise, you accent” (Ravel, Piano Trio, mvt. 3, Passacaille, m. 1); “Lean into the D[image: Image], then resolve to the C” (Schumann, Carnaval, “Chiarina,” Op. 9, no. 12, m. 9).

And he reprimands a student: “Now, if someone plays the chords like that, I would think he is a musicologist. It has absolutely nothing to do with the music. He’s just explaining to me the harmony. It could just as well be Czerny or his friend from next door who has written a composition. The chords must relate to each other.”

Regarding sforzandi, Pressler says, “Now when Beethoven has one sforzando after the other, it, of course, means crescendo” (Beethoven, Sonata in A-flat Major, Op. 26, mvt. 4, mm. 136–138).

Another attribute of good phrasing is a feeling of motion. Pressler describes this in Liszt’s “La Campanella”: “The little bells, either they come or they go, depending on how you want the piece to start. They don’t just stand still. First of all, you give the bells a color and a direction. That is the introduction. Those are the bells that are going to play.” Regarding a Mozart sonata, Pressler says, “My question is, ‘Is it going up or down, or is it staying on the same level?’ It’s going up, so fine, so let’s do that. It starts from wherever you left off. Standing still dynamically does not exist in Western music.”

The wrist and arm play vital roles in creating this sense of momentum. The wrist is positioned in varying degrees to drop weight into tones the pianist wishes to highlight. Then an upward motion provides a sense of motion away from this moment of color. In a similar fashion, the wrist drops into chord changes, and an upward motion unifies any repeated chords rather than allowing each chord to receive an equal attack. Frequently the dropping motion of the wrist may reinforce strong beats of the meter, but care must be given not to create a drumbeat effect so that the metric feeling will not overshadow the melodic shaping of the phrase.

In shaping a particular musical phrase, especially one that begins with less volume, builds momentum and volume toward a climax, and then resolves quietly, Pressler frequently uses the terms “start,” “lean” (go deeper into the keys), and “resolve” in his instruction. “Start” is found countless times in scores of former Pressler students and is used not only at the beginning of a phrase but any time a new sense of shaping is needed, for example, at the beginning of an arpeggio or scale passage or to express short ideas within a cadenza or to begin a series of octaves or repeated chords. The term also can provide a point of rest before pushing a phrase forward again.

Pressler uses the terms “lean” or “lean in with the arm and the body” to describe a warmth of sonority at the climax of the phrase rather than hitting a chord and also to stress the harmonic relationship between two notes or chords. He uses “resolve” following a point of emphasis or at the conclusion of a phrase. Pressler emphasizes the organic nature of movement in explaining phrasing: a phrase progresses in a natural flow and then smoothly subsides, as do waves, leaves falling, a ball bouncing, or an automobile coming to an easy stop. Pressler also speaks of “grabbing” a chord, meaning to take hold of a chord with a strong grasp of the fingers, a technique used for “big, juicy chords, not fast.”

Pressler helps his students find variety in phrasing. “Never say the same thing twice. Play it differently the second time. When [the composer] does it twice, he needs to say it twice, so you have to need to say it twice. He repeats it because it says in many ways so many things. There are so many varieties in which a fine pianist can tell us the story in so many ways that we don’t say, ‘Oh, we have heard that already and we are hearing it again.’ It is always something special.

“You have many choices. You mustn’t accent the downbeat every time. The thing is, you have the choices, and you must be the one to choose, not me. You are technically free. You have the memory and you have the sound, so inspire yourself.” And the same principle applies, he notes, to passages of sequences in which each sequence should have a different color.

Another consideration about the organic nature of phrasing is that it is always changing, spontaneous. “You see, it’s not natural,” he criticizes. “You don’t feel it fresh. You feel it like a recording. You repeat it, but you must experience it new each time when you play it. It has become a fossilized piece for you. You have to recreate it.” He tells a student, “You compartmentalized it, and then you put the box away and it lost the flavor. It was not anymore a fresh flower. It was an old flower that has wilted but reminded you of the fresh flower.”

Pressler offers specific suggestions as to enlivening a phrase. “There are many ways, of course, of doing this. This is one way, and the next time you bring it in, I will probably hear another way. But what it’s supposed to show you is that you don’t play it from one mold. Your inner ear must tell you how to play it differently every time.” He tells a student, “You must plan your biggest places. And when you take your ritardando, you must be sure that the rhythmic values are in relation. Not too slow. The ritardando must be in proportion.”

One student noted that Pressler focused greatly on comparing phrases, “pointing out similarities and differences between phrases and similarities and differences between entire sections. This helped me to present the music so that the listener can hear the architecture and logic of the music.” Another student remembered that Pressler “saw every score as a totality in the sense of filling in all the details, which would include all the dynamic levels, the textures, and balances, so that you don’t get just a sketch of a piece, but you see the whole piece, the form, the architecture, and all the colors within a piece. It wasn’t just a matter of this or that. It was a matter of seeing the whole. He was brilliant with that.”

RHYTHM AND METER

Essential to proper phrase structure is the underlying stability of rhythm and meter. The meter must be clearly felt and understood before beginning to play a piece. In teaching Schubert’s Sonata in A minor, D. 845 (mm. 30–46), Pressler admonishes, “You don’t play the meter. Everything is heavy. It must swing on the first note. Hear the relationship of the three notes within each beat.” Referring to the first movement of Tchaikovsky’s Concerto in B-flat minor, Op. 23, Pressler says of the composer, “Which note is it that is most important to him? It’s the downbeat, and he confirms that with the orchestra’s chords.”

Pressler stresses that everything must fit into the framework provided by the rhythm and meter. “Yes, we must have feelings, but we must have them in time, without distorting the meter of the piece. Debussy says ‘rubato,’ which means, ‘You take freedom,’ but within the rhythm of the measure, yes?” In a lesson in which a student was studying Brahms’ Piano Trio in B Major, Op. 8, Pressler sang the melody while tapping the beat and then said, “You heard this tapping, and with all the freedom I was singing, it stays steady. The motion must be within the framework. Okay, you can go a little bit faster, but not so much so there’s no connection.” Regarding syncopation, which can distort tempo when not played properly, Pressler says, “Syncopation works only when related to strict time. It’s a beautiful piece, but it’s too slow. You have to maintain the heartbeat” (Bach/Rachmaninoff, “Preludio” from the Sonata for Violin in E major).

He often refers to the heartbeat of a phrase or of an entire movement. Speaking of the first movement of Schubert’s Sonata in G major, D. 894, Pressler says, “The inner timing, the heartbeat inside of him, continues. It never stops. You have to feel something. It has to relate. I would like you to practice with a metronome, going on the eighths. If the outside [meter] is not there, you cannot put everything else in. You have to have a rhythmic body in order to have a soul.” In reference to Mozart, Pressler instructs, “Keep in mind the feeling of the tempo. It is not that we play like a metronome; but even with variety, we need to be consistent. That way, the heartbeat is alive and there is something that holds it together.”

Of the Appassionata Sonata of Beethoven, Pressler says, “The rhythm has to be in that piece, whatever the tempo is, which means you have to be the one to decide the pulse and that pulse has to pervade the piece. You have to be conscious of and aware of the inner heartbeat.” Often Pressler has students play or sing the beginning of various themes within a work to sense the tempo relationships among them. Or he might have them play one hand of the music while tapping the basic beat with the other hand, play one hand while singing the notes of the other hand, or play the skeleton chords of a passage while omitting any filigree notes.

For a piece of music which has multiple tempi within one movement, such as in Rachmaninoff’s Etude in A minor, Op. 39, no. 6, Pressler suggests, “When you look at the beginning, he has one tempo, allegro. He gets faster and faster until he hits the presto, and so we’ve got to get to the presto, yes? So you have to know, what is your presto.”

Pressler warns students not to play what he calls false accents, overly stressed notes that fall between the beats, often created by the groupings of notes, such as might be played in the fourth movement of Beethoven’s Sonata in E-flat major, Op. 27, no. 1, or the first movement of Tchaikovsky’s Concerto in B-flat minor. Pressler cautions, “No false accents. The first note of each slur cannot feel like a downbeat.” For Beethoven’s Sonata in A-flat major, Op. 110, Pressler advises, “Play the right hand off the left hand. Don’t have false accents” (mvt. 1, m. 26). And for playing the Barber Fuga, he says, “If you are so keen on the downbeat as he was, you shouldn’t have an accent on the G[image: Image]” (m. 1).

QUALITY OF SOUND

An important aspect of expressive playing is the quality of sound produced by the pianist. In addition to desiring a palette of colorful sounds and sonorities, most of the time the essential goal is a beautiful, non-percussive sound. The technical regime of Pressler’s studio ensures a relaxed and free approach without physical tension, but a secondary product of this regime is that the hands and arms are synchronized with the key action to produce a beautiful sound. A pianist having come through Pressler’s technical approach not only can adjust to the demands of different keyboards but also adapt to the demands of various repertoire.

Pressler is clear as to the particular sound needed for each composer. He tells his students, “Every composer must be played differently. You must have a ‘Mozart’ attitude.” Or “When [Beethoven] says con amabilita, he means ‘with great tenderness and love’ but still with arm weight. It’s Beethoven, not Chopin. There’s more core to the sound” (Sonata in E major, Op. 109, mvt. 1). Referring to a Brahms Intermezzo, Pressler says, “It’s a singing piano. It isn’t Haydn. It sings, but you don’t have to hit” (Intermezzo in B-flat major, Op. 76, no. 4, m. 1). “The sound for Fauré,” he says, “is beautiful, is rich” (Nocturne No. 6). And: “We don’t play Haydn as loudly as Beethoven, although in this Sonata, close. But we still don’t” (Sonata in E-flat major, Hob. XVI:52, mvt. 1). “Chopin is like Mozart but freer, romantic in the attitude and in the color of the sound.” One student remembers Pressler saying, “The magic of playing Debussy is the ability to play from pianissimo down.” Alan Chow, faculty member at Northwestern University, recalls, “He wanted us to discover first of all what the composer wanted—how he indicated it in the score, how does it fit into the emotional framework, how does that fit into the structure of the piece—and then make it happen.”

Pressler’s goal is to get the pianist to hear the sound in his mind before playing and to prepare rather than react automatically to the score. It is by using the inner ear that the pianist can be creative with the sonority and become an artist. Pressler tells a master class student, “No, first of all, you don’t hear a musical sound. You react with your muscle. The muscle is not being led by the ear. No, you see a forte, and you jump, yes?” Pressler reiterates the point, “Sometimes I say to my students, ‘You’ve got too many muscle spasms.’ And many, many, many, many pianists, especially of today, are doing it that way. They think, ‘It’s a big hall. Therefore, you beat the piano.’ But when you beat the piano, the piano beats back. You bite it; it bites back. What most pianists today do, they play to play clean, to play fast, and to play loud—the three virtues. But if they’re not guided by that creative spirit, their playing doesn’t mean much.”

Pressler asks a student, “Can you feel that note in the bass or is it just a muscle action? You have to hear the note” (Beethoven, Sonata in A-flat major, Op. 26, mvt 1, m. 111). “That’s too hard. What makes it too hard is that you play a loud note that has no relationship. You have to imagine that note. Go in with feeling” (m. 118).

Realizing the importance of the inner ear in creating sounds and effects, Pressler urges, “Can you come in without hitting?” (Beethoven, Sonata in A-flat major, Op. 110, mvt. 1, m. 112). “Now Brahms always gives us this crescendo on a note after we’ve already played it. That’s very difficult to do! In reality, it’s impossible. But it’s not impossible to feel, so when you play that, you feel it” (Intermezzo in A minor, Op. 76, no. 7, m. 31). And also for Brahms, “Don’t hit the downbeat” (Piano Trio in B major, Op. 8, mvt. 3, m. 67).

An important concept to Pressler is that the pianist be able to play with a transparency of sound, a non-percussive approach with no sound of the fingers hitting the keys and with the sound cushioned by the wrists and arms. Former student Madeline Bruser remembers, “Pressler was going for a transparent kind of sound, tender and gentle. To me, ‘no hammers’ meant that my fingers were in effect playing directly on the strings [so] that, through sheer mental focus, I was in contact with the place that actually made the sound.”

Speaking of how to produce a beautiful, full-bodied sonority, Pressler says, “That is not a musical sound [the fortissimo]. Very often we have to think, ‘What is a musical sound?’ You can call it whatever you want, fortissimo, triple fortissimo. Yes, [Schubert] wants big power, and he wants bigger power when he has triple fortissimo; but it is a sound that comes from the body.” Pressler demonstrates the chord with a hit sound and then with a body sound and continues, “So that it is a sound that makes music, yes? That is a musical sound. And you feel it coming out of you, and you lean against your left foot so that you have leeway to get that sound, that the body goes in, not just that the hand goes in” (Sonata in G major, D. 894, mvt. 1, m. 65).

Similarly, Pressler says, “You must back up every melody note with arm weight” (Schumann, Symphonic Etudes, Op. 13, mvt. 1, m. 262). He critiques a student, “What I object to is that there is violence in your sound, and there shouldn’t be. It just doesn’t fit the framework of the introduction” (Chausson, Piano Trio in G minor, Op. 3, mvt. 1). He reprimands another: “That’s such an ugly sound. It screams. All of a sudden, the piano yells. Be careful with the register. That should be heavenly, not so hard” (Schubert, Sonata in A minor, D. 845, mvt. 2, m. 165). He adds that the Mozart should “have a presence, not less than mezzo forte” (Mozart, Sonata in D major, K. 567, mvt. 1, m. 57).

Pressler asks of each student a wide variety of touches and approaches to reflect specific needs of the repertoire. In many instances he suggests a specific way of producing a special pianistic color. He often speaks of the myriad of colors that can be produced by varying either the speed of attack or the weight of the arm:

For Barber:

Just float in with the weight of the hand. (Sonata, Op. 26, mvt. 3, m. 39)

For Beethoven:

Prepare the hands. Then you must descend slowly and gently into the keys to achieve a pure sound. (Concerto No. 4 in G major, Op. 58, mvt. 1, m. 1)

For Brahms:

Use your body, not just arms, for full sound. (Trio in C major, Op. 87, mvt. 1, mm. 363–367)

For Chopin:

Leggiero means scratch the surface of the keys. (“Polonaise” from Andante Spianato and Grande Polonaise Brilliante, Op. 22, m. 26)

That’s ugly, ugly, ugly. That’s such a glorious melody. It’s not hit. It’s warm and rich. It goes down so it can go back up. (Barcarolle, Op. 60, mm. 61–62)

For Debussy:

Pull the fingers away from the keyboard for a special sound. (Etudes, No. 1, m. 50)

The softer you play, the more you have to enter the instrument. Think inside the piano, very close to the keys, and soft, like you are wearing silk gloves. (“Soirée dans Grenade,” from Estampes)

For Mozart:

When Mozart repeats it, what I want is a certain quality of sound. It does not have a sensitivity that will touch us, because by now we are ready to hear that closing theme. But give us something beautiful as far as the sonority is concerned. Vary it a little more. I wouldn’t want you to play it my way, but what I like is that I make you aware there are ways. (Sonata in C major for four hands, K. 545)

You don’t have to do much besides play it like a plaintive aria, a beautiful aria with a lovely sonority. Play with a free arm so you can lean in with your weight. (Concerto in C major, K. 467, mvt. 2, mm. 43–44)

For Prokofiev:

A sharp fast attack will give you the percussive effect you need. (Sonata No. 9 in C major, mvt. 1, m. 1)

COLOR

Perhaps the most remarkable facet of Pressler’s teaching is the amazing abundance of images he creates to inspire his students. He seems to think of limitless ideas spontaneously as he teaches, frequently speaking of the need for the pianist to color his or her playing, and students always comment on how an image gives them a new direction for their practice and performance. One recalls Pressler saying, “Harmonies are to the ear as a kaleidoscope is to the eyes.” Another remembers, “Be a painter” (Ravel, Sonatine, mvt. 1, mm. 24–25) and “A tremendous palette of colors is needed, so the hands must be sometimes loose and light, at other times very strong and forceful. Sometimes very slow attacks, as if stroking the keys; other times, very sharp attacks” (Ravel, Piano Trio).

Pressler uses vivid pictures to describe the music. In working with a student on the third movement of Prokofiev’s Sonata No. 4 in C minor, Op. 29, he says, “What is missing is that you don’t have any kind of a picture in front of you when you play the piece. Just now when I looked at the score and heard you play the piece, I can imagine an acrobat coming onto the stage [mm. 1–2], and he makes a somersault [mm. 3–5]. That’s what I’m missing. We have really a character study there. And when someone hears you, he doesn’t have to know what you’re thinking of. It doesn’t matter. But he will find his own picture in your playing. But if you play like you did, there is no picture for you, there’s no picture for the listener, and there’s no picture for anybody.”

Pressler’s goal, though, is not for students to mimic his ideas: “The reason I give you all these details is so you will develop your own ideas.”

Pressler’s coloring of notes and phrases come largely from the dynamics of a piece, which, he says, represent emotional changes or an increase in intensity and not just differences in volume. “Why so loud?” he asks. “Forte is an indication of emotion” (Barber, Sonata, Op. 26, mvt. 1).

Additionally, Pressler stresses that students become sensitive to differences in the various registers of the piano:

For Beethoven:

But a different register. (Sonata in E-flat major, Op. 31, no. 3, mvt. 1, m. 238)

This is like the voices of a choir. Hear the bass voice singing? (Concerto No. 4 in G major, Op. 58, mvt. 2, m. 6)

Feel the G[image: Image]s; don’t just play them. (Concerto No. 5 in E-flat major, Op. 73, Emperor, mvt. 1, mm. 136–138)

For Chopin:

I want you to hear every register of the piano. You don’t hear that the piano is lighter and darker. (Cello Sonata in G minor, Op. 65)

For Ravel:

Contrast of registers. (Sonatine, mvt. 1, mm. 11–12)

For Schubert:

Now he transfers it to the lower register. (Sonata in A minor, D. 845, mvt. 2, m. 172)

For Schumann:

Hear the register change. (Faschingsschwank aus Wien, Op. 26, mvt. 3, m. 3)

I would like to hear the different registers. (mvt. 5, m. 1)

Pressler reminds students to think orchestrally as if playing chamber music, considering separate musical lines and how they should balance and interact with each other. The student is cautioned always to be aware of the balance between the two hands and of multiple notes played in one hand.

Frequently Pressler suggests images of specific instruments, such as bells, brass, woodwinds, strings, and percussion to aid students’ understanding:

For Beethoven:

The accompaniment is clear like woodwinds. (Sonata in A-flat major, Op. 110, mvt. 1, m. 5)

It’s like on an organ. You pull out the stops, and it’s loud. You push in the stops, and it’s soft. (mvt. 3, mm. 81–86)

For Brahms:

The left hand represents horns. (Variations on a Theme by Handel, Op. 24, m. 105)

Tympani detached notes in the left hand. (Variations on a Theme by Paganini, Op. 35, Book 1, m. 121)

Like “La Campanella.” It must sound different from the rest. (mm. 296–299)

The left hand is like plucked strings. The right hand is sustained woodwinds. The right hand, although it is syncopated, is played with a great deal of expression, so you have to play with more legato in the right hand. (Intermezzo in A-flat major, Op. 76, no. 3)

For Chausson:

The piano must have a feeling like a harp. (Piano Trio in G minor, Op. 3, mvt. 1)

For Chopin:

It’s a Polish Christmas song. The top is like bells. (Scherzo No. 1 in B minor, Op. 20, m. 305)

Hear the bells [the As]. (Ballade in F minor, Op. 52, m. 134) Here you play the chimes, the children’s bells, with a bell-like sound. (Berceuse, Op. 57, m. 35)

For Debussy:

Always play that B[image: Image] like a gong. (Images, “Reflets dans l’eau,” m.59)

Trumpets, French horns, tympani with low strings, then everybody [tutti]. (Suite pour le piano, mm. 259, 262, 263, 264)

For Prokofiev:

Clear, even, like a clarinet glissando. (Sonata No. 4 in C minor, Op. 29, mvt. 2, m. 83)

For Rachmaninoff:

Like a cello. (Rhapsodie on a Theme of Paganini, Op. 43, m. 676)

For Ravel:

Low accented notes, play like a plucked harp string; everything else is triple pianissimo. (Sonatine, mvt. 2, mm. 13–15)

Orchestrate. Horns [m. 37], bassoons and clarinets [m. 38], high winds [m. 42], Strings [m. 47], full orchestra [m. 51], horns [mm. 126 and 128]. (Miroirs, “Noctuelles”)

Brassy chords. (Miroirs, “Oiseaux tristes,” m. 33)

Cymbals. (Miroirs, “Alborada del gracioso,” m. 76)

For Schubert:

I need three horns. (Sonata in A minor, D. 845, mvt. 2, m. 136)

The two notes in the left hand are a tympani. (mvt. 4, m. 529)

For Schumann:

Rich sound, like strings. (Carnaval, Op. 9, “Eusebius,” m. 17)

Students from private and master class students recall other specific images Pressler suggested to help them achieve color.

For Bach:

Two priests conversing as they walk together. (Goldberg Variations, S. 988, Variation 3)

That’s new; begin it piano. You have to have contrast in your life. (Partita No. 6 in E minor, S. 830, “Courante,” m. 18)

For Balakirev:

Like a stride bass in jazz. (Islamey, mm. 13–16)

For Barber:

Dream-like, floating. (Sonata, Op. 26, mvt. 1, m. 127)

It’s like an explosion. (m. 166)

It’s a waltz, a crazy waltz. (mvt. 2, m. 47)

It’s like a lion roaring. (mvt. 4, Fuga, m. 96)

For Beethoven:

Mysterioso. (32 Variations in C minor, WoO 80, m. 185)

Troubled. (Sonata in C major, Op. 2, no. 3, mvt. 1, m. 27)

The two trills are like butterflies. (m. 78)

Don’t fall into the house. (Sonata in D major, Op. 10, no. 3, mvt. 2, m. 44)

A different mood, friendly, warm, gentle, dolce. (Sonata for Violin and Piano in G major, Op. 30, no. 3, mvt. 1, m. 8)

Not an echo, just a change of color. You mustn’t change the character. (m. 29)

It’s saying, “Goodbye,” until the violin comes in, and he says, “Good-BYE!” You see how he laughs? It’s Beethoven’s humor. (m. 69)

You have all these G[image: Image]s; and then when you have the G[image: Image], you play it like a G[image: Image], like nothing ever happens in your life. The sun comes through! (mvt. 2, m. 57)

The trill is elegant, effortless, with a beautiful closure. (Sonata in F major, Op. 54, mvt. 1, m. 16)

Think “determination” on the sforzando. (m. 30)

Syncopations, like a jazz pianist. (m. 88)

And all the world. (Concerto No. 4 in G major, Op. 58, mvt. 2, m. 47)

At first the sforzandi are like sparks in the context of piano. (Sonata in E major, Op. 109, mvt. 1, m. 33)

Hang in the wind. (m. 105)

And here Beethoven says, “Everything is going to be all right.” More like a vibrato than a trill. (Sonata in A-flat major, Op. 110, mvt. 1, m. 4)

A bell-like sound. (m. 38)

Don’t let the left hand sound “oom-pah-pah-pah” like an accordion. (m. 65)

Taste each chord. (m. 95)

This is like a benediction, and it is the open fifth in the left hand that says that to us. (m. 104)

The thing that I miss that you should have is that you feel you are imperious. The emperor of Japan comes, yes? It is grandiose, that entrance; and when you play it, you must feel grandiose. (mvt. 3, m. 73)

A kaleidoscope effect with subtle changes. (Sonata in C minor, Op. 111, mvt. 1, mm. 6–8)

Drift away. (Bagatelles, Op. 126, no. 3, m. 24)

For Brahms:

It’s like a choral society. (Sonata No. 1 in C major, Op. 1, mvt. 4, m. 107)

Suspend the sound, very light. (Sonata No. 2 in F-sharp minor, Op. 2, mvt. 3, m. 1)

The description for this would be the forest murmur. (Concerto in D minor, Op. 15, mvt. 1, m. 142)

Like a music box. (Variations and Fugue on a Theme of Handel, Op. 24, m. 214)

The bells of Rome ringing. (ending)

He uses head voice. Surprise us. A violinist would do a slide there. (Intermezzo in B-flat major, Op. 76, no. 4, m. 25)

Tenderly. (Piano Trio in C major, Op. 87, mvt. 1, m. 84)

When you spread your wings [C[image: Image] -C[image: Image] -B-A], take a little time. (Intermezzo in A major, Op. 118, no. 2, m. 69)

And whisper. (m. 76)

For Chopin:

The first chord is a cry for help. Now the way you play, you play loud chords. But it’s not an outcry, because if you were in pain and you needed help, you would cry in a different way. And that’s the way I’d like you to cry, as if it hurts. . . . Out of the kitten comes the tigress. (Scherzo No. 1 in B minor, Op. 20)

With abandon. (“Polonaise” from Andande Spianato and Grande Polonaise Brilliante, Op. 22, m. 133)

Whistle. It’s like fireworks’ colors. (Nocturne in D-flat major, Op. 27, no. 2, m. 52)

Say “goodbye” on the last two chords. (mm. 76–77)

And now they close their eyes. (Prelude in D-flat major, Op. 28 No. 15, last chord)

Chopin puts us in an emotional descent. (Scherzo No. 3 in C-sharp minor, Op. 39, mm. 494–497)

Evaporate. (m. 538)

A prayer. (Fantasie, Op. 49, m. 199)

Those notes are like campanellas. (Ballade No. 4 in F minor, Op. 52, m. 76)

Play that like a cello. (m. 91)

I would like you to imagine that outside of this building is a harp standing out there, and the wind goes through and whistles through it. Weightless, dreamy. (m. 134)

Triumphant. (Scherzo No. 4 in E major, Op. 54, mm. 601–605)

There’s pain in that second. It’s as if he were stuck by a needle, and then the pain is gone again. (Berceuse, Op. 57, m. 9)

I should be standing on a balcony looking out above Venice. With you, I see only Martinsville! (Barcarolle, Op. 60, m. 6)

Not quiet yet. He’s still shaken by the excitement he’s come through. It takes him a long time to calm down. (m. 103)

Settle on the E major. (Nocturne in E major, Op. 62, no. 2, m. 32)

A string of pearls. (Nocturne in C-sharp minor, Op. post., m. 58)

For Debussy:

Buddhist bells. (Etude No. 1, m. 48)

Raindrops. (Etude No. 11, opening left-hand passage)

Rays of sunshine. (Images, “Reflets dans l’eau,” m. 57)

Whee! Like a gliss. (Suite Bergamasque, “Minuet,” m. 50)

For Fauré:

Think of a falling leaf gracefully spinning to the ground. (Nocturne No. 6, mm. 85–86 right hand descending sixteenth notes)

You have to hear that this is an interruption. (m. 99)

For Haydn:

He’s laughing, like the basso in the opera. You’re too serious. (Sonata in E-flat major, Hob. XIV:52, mvt. 1, m. 115)

Clear, transparent, like fresh water flowing from its source in the mountains, like the mountains where Haydn lived. (m. 116)

For Liszt:

Make it whistle. (Mephisto Waltz, m. 187)

Let it soar, not walk. (Paganini Etude No. 3, “La Campanella,” m. 120)

The B7 is a hazy atmosphere. (Piano Concerto No. 1 in E-flat major, mvt. 1, m. 28)

Have you ever been to the Grand Canyon? In the Grand Canyon, you see all of a sudden the earth is opening up. It would be worth it to go to the Grand Canyon in order to play the Liszt Sonata, so that you see the earth opening up. (Sonata in B minor, m. 2)

For Mozart:

This is like you’re climbing up and you’re holding on, and the hands let go and you glide down. (Concerto in C major, K. 467, mvt. 1, m. 230)

Full of mystery. (mvt. 2, m. 37)

That’s daring. It’s a trapeze artist. (Piano Concerto in C minor, K. 491, mvt. 1, m. 125)

What kind of mood is that? It’s happier and warmer. And what I need and what he wants is a warmer sound. It’s a happier sound. It sings more. (mvt. 3, m. 104)

Can those be bright and shiny? And playful like a little laughter. (m. 194)?

Outwardly, it’s a dance. After all, it’s in [image: Image]. But the words that he uses are not so happy. Give it a tiny bit of sadness that the chromaticism implies. (m. 221)

Play the last two chords with the orchestra. It’s a tragic ending. It’s as if a curtain goes down on a tragedy, a grand tragedy. (m. 285)

Can those octaves be a little more ominous? They have a little more drama than that. (Sonata in C major for four hands, K. 545, mvt. 1)

It’s magic; paint a picture with those notes. The left hand is strumming, bowing. (Sonata in D major, K. 576, mvt. 2, m. 17)

Now, sparkle. (mvt. 3, mm. 40, 42, 49)

For Prokofiev:

Stormy, passionate. (Sonata No. 3 in A minor, Op. 28, mvt. 1, m. 1)

Dark and spooky. (m. 136)

Like a puppet show. Prokofiev says, “As if trumpets.” (m. 213)

A new world. The curtain comes up. It’s springtime. The flowers are beautiful. It’s in a new key. Now open the curtain, something romantic. With you, it’s just a day of work. (Sonata No. 4 in C minor, Op. 29, mvt. 3, m. 84)

“What’s precipitato? Precipitate, rushed, dash. Just move! (m. 153)

For Rachmaninoff:

You know what makes roses so beautiful? It’s actually the greenery around it that gives us the contrast. If you have little white baby breaths mixed in there, that makes the roses that much more beautiful. It’s not just, “Here, red roses!” (concerning voicing in a concerto)

It’s a dream sequence. (Concerto No. 3 in D minor, Op. 30, mvt. 3, m. 57)

“La Campanella.” (Rhapsodie on a Theme by Paganini, Op. 43, m. 823)

For Ravel:

Moths in darkness. (Miroirs, “Noctuelles”)

Sinister. (Miroirs, “Oiseaux tristes,” m. 7)

Play the C[image: Image] a little bitter. (Sonatine, mvt. 2, m. 58)

For Schubert:

Let’s try with metronome [at quarter note = 69]. That’s better. The other is too much of a suffering tempo or an apologetic tempo. You must take no prisoners. (Impromptu in E-flat major, Op. 90, no. 2)

The octaves, although they are soft and subdued, they are clear, like a waterfall. Suggest freedom, singing on the water. You probably haven’t had accompaniment class yet; but right here, you must learn how to accompany. (Impromptu in G-flat major, Op. 90, no. 3, m. 1)

A search for consolation. (m. 140)

You should vibrate inside with this theme. (Impromptu in A-flat Major, Op. 90, no. 4, m. 139)

Now it’s happy. It should have a lilt in that register. (Sonata in A minor, D. 784, mvt. 1, m. 141)

Can’t it have a much more silky sound? Subdued, soft. (Sonata in A minor, D. 845, mvt. 1, m. 1)

It’s not light enough. It doesn’t drop like rain from your fingers. (mvt. 2, m. 57)

The repeated notes: it runs out, like dribbling a basketball. (m. 135)

Very glittering light. (m. 184)

I will not insist on my way of doing it, but I hear it less. You have this sphere of air around you, as if the spirit is with you. You feel something that is unreal when you start? It is the way that you hear it. (Sonata in G major, K. 894, mvt. 1, m. 3)

For Schumann:

Mystery. (Carnaval, “Pierrot,” Op. 9, m. 8)

Warmer sound. Color. (Carnaval, “Chiarina,” Op. 9, m. 17)

You must be in a ball in Vienna, and you must be dancing cheek to cheek with your lover. (Carnaval, “Valse Allemande,” Op. 9, m. 17)

Frightening, intense. (Phantasiestücke, “Aufschwung,” Op. 12, no. 2, m. 40)

There’s a mysterious quality in the tone. (Symphonic Etudes, Op. 13, mvt. 1, m. 296)

Like lava. (Fantasie in C major, Op. 17, mvt. 1, m. 53)

Think Marlon Brando in A Streetcar Named Desire. (mm. 299–300)

Can you get juicy chords? (Faschingsschwank aus Wien, Op. 26, mvt. 1, m. 1)

All of a sudden, you jump into something that has clouds. And then, when you go to the next chord [m. 402], it’s clear [m. 404].

No, you’re awaking. Start a little under tempo. (m. 490)

That is an exalted and excited ending. It’s not all of a sudden sorrowful for having been at the carnival. (mm. 547–548)

For Scriabin:

Scriabin uses all those repeated notes to accelerate as if he shakes and shivers, like he’s standing on a corner with a wet shirt. (Etude in B-flat minor, Op. 8, no. 2, m. 34)

The left hand is a carpet of sound on top of which the right hand enters. (Sonata No. 4, Op. 30, opening)

PEDALING

Another former Pressler student, Jeffrey Cohen, now a faculty member at the Manhattan School of Music, says of his teacher’s pedaling instruction, “Sometimes Pressler would say the words ‘slide’ or ‘glide’ in referring to a legato of the hands and pedal, and I would think, ‘He’s trying to do something impossible on the piano.’ But Mr. Pressler, if anybody, is the greatest magician. He’s the Houdini of the piano.”

Pressler frequently speaks of using “half pedals” or “quarter pedals,” thus only partially pressing down the pedal, in order to achieve special color effects. Paula Ennis recalls, “I think I learned most about pedaling while studying Ravel. [Pressler] talked about fractional pedaling. I watched his pedal [right] foot and it was constantly gradating, constantly going up and down. Also, his left foot on the soft pedal was doing the same to get color.”

Pressler instructs that pedal can be added to a particular chord to provide sonority or lifted slowly for a gentle release. He calls the damper pedal “the breathing organism of the piano. It can melt one phrase into another. The pedal must breathe. You give breath with your pedal. It assists you in breathing.” He provides specific examples of its use:

For Beethoven:

Touch pedal on the bass notes. (32 Variations in C minor, WoO 80, m. 9) Take two pedal changes to accomplish the forte piano. (Sonata in B-flat major, Op. 22, mvt. 4, m. 40)

One pedal. It must create a dust like a cowboy riding away. (Violin Sonata in A major, Op. 47 Kreutzer, mvt. 3, mm. 537–539)

After releasing the low B, keep the pedal through the scale. (Sonata in E major, Op. 109, mvt. 1, m. 15)

Can the foot be clear so it doesn’t swim? (Sonata in A-flat major, Op. 110, mvt. 1, m. 19)

Lift the foot a few times after that G. (m. 55)

For Brahms:

This needs lots of pedal because you’ll be playing in a big hall, even if it’s too much for the practice room or the studio. (Sonata No. 2 in F-sharp minor, Op. 2, mvt. 1)

Keep your hands on the keys. Release the hands with the foot. (Capriccio in C-sharp minor, Op. 76, no. 5, m. 117)

For Chopin:

Touch pedal on each beat. (“Polonaise” from Andante Spianato and Grande Polonaise Brilliante, Op. 22, mm. 255–256)

Clear the pedal with small changes. (Fantasie, Op. 49, m.68)

Put the pedal down before you begin, and keep the pedal down into the second measure. Sustain the C[image: Image] octave as long as possible. (Barcarolle, Op. 60, m. 1)

Use a pedaling so that the full arpeggio is the same under one umbrella. (Cello Sonata in G minor, Op. 65)

Pedal throughout the run. (Nocturne in C-sharp minor, Op. post., m. 58)

For Liszt:

When he turns it around, change the pedal. (Paganini Etude No. 4 “La Campanella,” m. 13)

For Mozart:

You hear how wet that is that you play? I like it. But why is this section so dry? It’s like in the desert all of a sudden. Desert wind has taken hold, and it’s only the bones we hear. (Concerto in C minor, K. 491, mvt.1, m. 511)

For Prokofiev:

Change the pedal with the melody, generally twice per measure. If you touch the pedal lightly, it will not harm the harmonies. (Sonata No. 4 in C minor, Op. 29, mvt. 2, m. 25)

For Schubert:

You can’t keep the pedal down when you play descending scales. It begins to swim. (Impromptu in E-flat major, Op. 90, no. 3, m. 20)

Do not keep the pedal down in the scale. You can change, change, change, change, change. (Sonata in G major, D. 894, mvt. 1, m. 4)

It should bother you when it swims. In a classic scale like this, it must bother you. You must be bothered by it. (m. 18)

For Schumann:

Touch the pedal on each lower note. (Carnaval, “Paganini,” Op. 9, m. 1)

You have to change the pedal or the notes will bite each other. The A[image: Image] and the G bite each other, and the B[image: Image] and the C bite each other. (Faschingsschwank aus Wien, Op. 26, mvt. 1, m. 87)

Raise the pedal a little bit so we can hear the line. (mvt. 5, m. 47)

Pressler instructs further that the una corda pedal should be used “as a spice, not a regular ingredient.” He tells a student, “You must not use the una corda so much. It’s not like a pacifier. It makes the sound too dead, whispering, like you’re talking under the breath.” Regarding Prokofiev’s Sonata No. 4 in C minor, Op. 29, Pressler says, “Yes, use una corda. The intention is the darkness” (Sonata No. 4 in C minor, Op. 29, mvt. 1, m. 1). “Due corde,” he explains, “means one half of the soft pedal” (Brahms, Capriccio in B minor, Op. 76, no. 2, m. 116).

Additionally, he helps students understand use of the sostenuto pedal to sustain bass tones:

For Brahms:

Just keep the G ringing with the sostenuto pedal. (Sonata No. 1 in C major, Op. 1, mvt. 1, mm. 250–260)

Catch the bass As with the sostenuto pedal until the return in m. 48. (Sonata in F-sharp minor, Op. 2, mvt. 3, mm. 42–48)

Use the sostenuto pedal for the C[image: Image] octave until m. 204. (mvt. 4, mm. 197–203)

For Chopin:

Sostenuto pedal for the low Cs. (Ballade No. 4 in F minor, Op. 52, m. 202)

For Rachmaninoff:

Sostenuto pedal. (Rhapsodie on a Theme by Paganini, Op. 43, m. 411)

For Ravel:

Sostenuto pedal to open up the piano sound, first for the E [m. 64], then for the G [m. 66]. (Gaspard de la Nuit, “Ondine”)

Sostenuto pedal. (Miroirs, “Alborado del gracioso,” m. 13)

Sostenuto pedal. (Miroirs, “La vallée des cloches,” m. 13)


TEN

GUIDES FOR PRACTICING

Practicing could be considered the most important part of a pianist’s life since it is through practice that there is the gain of the confidence and security upon which a successful performance is built. During practice time, pianists study their bodies and apply technical principles to the repertoire in order to determine how to play comfortably and with beauty. Practice is a time of contemplation and appreciation of the great works of the repertoire, a time of exploring and experimenting, trying various fingerings, phrasings, dynamics, and articulations. It is a time for drilling the technical solutions and also for listening for beautiful sounds.

“What is practicing for?” Pressler asks. “Practicing is for creating within you how you would like the music to sound. And obviously, it is very seldom that we come to the ideal, but we come close because we create something that leads us toward that ideal.”

PRESSLER’S PRACTICE ROUTINE

All pianists would do well to follow Pressler’s example of practice. He has always made practice time a priority and readily admits that “to this very day, I have always loved to practice.” He recalls a young pianist friend in Palestine. Pressler would practice for eight or more hours and then walk over the hill to his friend’s house. Many times, upon hearing his friend still practicing, Pressler would return home to practice even more. In recent years, Melinda Baird observed her teacher’s practice: “He gets here at 8:00 every morning, sometimes after walking forty-five minutes from his home to school, bundled up in his Russian hat and coat. He doesn’t like to be interrupted. He gets in four hours every morning while he’s fresh and doesn’t schedule anything during that time unless it’s something exceptional. He practices until his lunch break at 12:00 and then teaches from 1:30 PM until 5:00 or 5:30.”

Pressler avoids distractions during his practice time and admonishes students regarding such. “Are you not strong enough to tell your friends to leave you alone and let you practice?” “My thing is, I would like to be able to do all the things I do. I teach, I play with the Trio, I play alone, I have master classes. So, in order to do all that, you have to find the time to practice. I mean, without practicing, there is nothing.” Pressler even rearranges other parts of his life, including sleep, to get the necessary practice time. “There was a time, because I had so very much to do, that I would come home after teaching and go to bed and get up at ten o’clock and started practicing, then went to bed again at 1:30 AM, get up at 6:30 or 7:00 and start practicing just to get in the required hours that the repertoire demanded.”

Pressler also organizes his practice time to fit particular technical needs of the moment. Sometimes he reviews the scale cycle or Hanon or other exercises to ensure that his arms and hands are relaxed and free. He spends virtually all his practice time using his score, believing that daily immersion in the score is the most effective means of strengthening the memory. “I would say I spend ninety-five percent of my time with the score. I firmly believe in that.”

The master’s practice process has changed over the years, however. “In the beginning, I would practice and practice while teaching the hands to do it. I would practice the difficult places, and I had all the confidence in the world to help me do it. But you can’t be a teacher and travel and give concerts and still practice that much. You have to find a way to economize in practicing. And economize means exactly what it says. It means less. But it also means that you use an enormous amount of concentration, much more than when you had those plenty hours. The concentration is so keen that, very often, if I practice at home and my wife comes into the room and I don’t hear her, I go right through the roof. I am 100 percent focused because I have to use every second.”

Pressler usually begins his repertoire practice by spending time on passages that are the most difficult, asking himself questions and looking for solutions to technical problems. “You simply start to analyze first why it is difficult. I mean, does it demand too big a hand, this one place where the hand gets stuck? Am I too far away from the place? Is the fingering wrong? Is there a better fingering? Is there a better division of hands for the fingering? I mean, all of that is possible, yes?”

But one of his great skills is finding fingerings to make the music more comfortable and controlled. “There was a time that pianists believed that, if Beethoven wrote a particular fingering, you could not refinger it. But I found that, the more I thought about it, it seemed ridiculous because one doesn’t see how you play; one hears how you play. Music is the language of the ear; it’s not the language of the fingerings. So I would take a place and would practice it until I found some kind of a solution of technique. Let’s say I’m practicing the Préludes of Chopin. I will take the difficult ones first and practice them technically, conscientious of fingerings, arm weight, wrist, knowing what to do at which place, drilling again and again, especially the places where the jump makes it difficult or the fourth finger buckles under or whatever the difficulty is, yes? That is the way I will practice, incorporating all passages into an overall feeling of control.”

Then Pressler combines technical practice and expressive practice, blending the challenges of each into one approach. “You see, if your mind is just set to watch the technical, it is a different difficulty than when at the same time it has to have all the mystery, all the great fire, or kind of expectation in the playing, or the accelerando or diminuendo or special pianissimo. If you just practice technique, it’s only one aspect; so then the technique actually becomes much more difficult, because it’s that which supplies the wood for the fireplace. But you’ve got to start getting that fire going. I believe firmly that you have to practice, not only the fingers, but the head and the emotions, the heart.”

Slower movements take up a considerable amount of his practice time to ensure that they are full of expression, giving full attention to the depth of sonority, observing the relationships of entrances and balancing the hands and voices. “It takes so much more effort to practice a slow movement and to find its meaning than to practice something fast and agile. I mean, you must practice in such a way that you can become aware of such great beauty in a piece that you have to fight back the tears.”

In the same way that he instructs his students, he spends ample time drilling technical passages and often practices the left hand alone, connecting his ear to the harmonic progressions. As if carrying on a conversation with himself, he is aware of entrances, harmonic resolutions, and possibilities of coloristic orchestration. And when practicing chamber music, Pressler also concentrates on making sure he knows the other parts as well as that of the piano.

Pressler speaks of using his practice to gain the confidence to perform. “Practice is about keeping confidence or gaining confidence, or if it’s a new piece, establishing that confidence, yes? I remember a time when Indiana had a marvelous swimming coach, Doc Counsilman, who had Mark Spitz and Chet Jastremski. And they would have to fight for hundredths of a second to win. And that’s only through trying again and again and again. I even remember asking him about it. I saw these swimmers standing on the block, and they were shaking their hands. And I said, ‘Coach, what are they doing that for?’ ‘Oh,’ he says. ‘They psych themselves up.’ We also have to do that, psych ourselves up. We do that by intense practice and by building the continuity of multiple run- throughs.”

Pressler advises a student regarding multiple iun-throughs. “You should play the whole piece through softly, and then practice it some more, and then play it again a little louder, and then practice it some more, and then play it again with full juice, so that you get three run- throughs in your practice session. And then you take apart the place where you know you are hesitating.”

To memorize a piece, Pressler analyzes each section of it. “If I’m playing a piece by memory, I will play it without the music and I will see where the questionable places are. Those places I will mark in my music, and I will relearn them, rememorize it day after day so that place will be the most secure. I have advised students to number the phrases, then learn the numbers and play up to a certain point, then learn the bridge to get over that point and then play, beginning at different points within the piece. I consciously tell myself what the differences are between sections within a piece. The body doesn’t like to accept changes, so you have to drill.”

Because he is always simultaneously preparing repertoire for so many different solo and chamber music concerts, Pressler instinctively balances his practice to meet the needs of immediate concerts as well as future concerts several weeks away. “No, I don’t write out a chart, but I don’t usually practice the music for that day. I’m usually practicing music that’s coming two weeks from now.”

In addition to the inspiration of the music itself, Pressler has used the challenge of recitals, concerts, and recordings to keep himself inspired over the years of his long career. When he was preparing for his Carnegie Hall solo debut recital in 1996 (even though the Beaux Arts Trio had performed there more than a dozen times), he practiced many concerts, some in large halls in major cities and others in intimate halls in small towns.

PRACTICING MEMORY

Frequently, students comment that Pressler’s chief means of helping them achieve memory security is by making the music become vivid in their minds. His images, colors, and phrasings provide a sense of security and control that usually results in a confident performance. Pressler encourages his students to memorize music by sections and to play separate hands by memory and analyze the areas that make one section different from another.

One student recalls, “He would have me begin to play a composition that I was to have memorized. Suddenly, he would begin to play and I would stop. Then, when he stopped, I would have to continue from that exact place. We continued to take turns throughout the composition.”

“Strengthen your memory,” another students recalls Pressler saying, “so that you can even play the left hand of the piece alone. You use any kind of help you can give yourself. In Mozart or Schubert, when he uses the same theme but with a little variation, you analyze. You consciously tell yourself what those differences are. Sometimes I will play a part of the Exposition, for instance, and then immediately play what it is in the Reprise in the different key. You have to drill in many different ways.”

Another student remembers Pressler saying, “Every artist has memory problems, but the artist analyzes and can quickly find where to go. You have never analyzed why that passage is different from the first” (Beethoven, Sonata in F minor, Op. 57, Appassionata).

And still another remembers him advising, “You’ve got to make the effort, but do it the hard way. Do it four bars at a time, eight bars at a time. Redo it and redo it. And you’ll see that a piece like this will come much faster than a piece like Mozart, which goes this way around and that way around. And as soon as you ask yourself, ‘Which way is it?’ It’s too late. It’s usually not that difficult once you have committed it to memory, memory of the fingers, memory of the ear, and memory of the mind, by which you know, ‘Now I’m going to this key and now I’m going to that key’” (Prokofiev, Sonata No. 4 in C minor, Op. 29).

“I’m surprised at the memory difficulty,” Pressler told one student. “You have to play it straight through at the end of your practice or at the beginning of it so that you know exactly what is strong and where you are weak, and then you study your score and you practice that particular part, memory-wise” (Schubert, Sonata in A minor, D. 845, mvt. 4).

PRACTICING EXPRESSION

Throughout all stages of learning a piece, Pressler incorporates suggestions for expression, constantly attempting to increase students’ awareness of opportunities for making their music come alive with color. His use of metaphor plays a large part in this approach, as well as his attention to dynamic levels, melodic changes, differences in registers, and the expressive relationship of various keys. Pressler constantly reminds his students to listen to the quality of sound they are producing on the instrument. “Do you like that sound?” he will ask. “You keep making it!”

Frequent are his admonitions not to hit the keys. He expects students to be aware of the decay of the piano’s sound and of matching notes to this rate of decay and stresses the importance of rests and long note values, saying that they must learn for themselves why the composer needed a specific amount of time for a passage.

Related to the concept of expression is the choreography of the motion of the hands and arms. Pressler encourages many approaches to the piano, both with hands and feet. He speaks of controlling the speed of finger attack and allowing the dampers to return to a position of rest without a percussive sound because all of these affect the look and sound of the performance and influence the attitudes of both the audience and performer.

Regarding emotion, Pressler comments, “When you play music, there must be something in you that starts to awaken certain feelings. If you are aware of what they are and if you can control them, that’s wonderful. But let’s say you can’t control them. There were certain places in music where I used to feel like the bull feels when he sees that red cape. I was rushing every which way. I couldn’t help myself. Inside me would be that soaring and desire and drive. And then I heard it on tape, and I thought, ‘My God, how ridiculous.’ And I had to learn to control it. Controlling does not mean suppressing but refining.


ELEVEN

TECHNICAL INSTRUCTIONS

Pressler’s students receive an abundance of specific technical assistance to improve their playing. One learns how to apply technical exercises to the repertoire, how to work with the mechanics of the instrument, how to improve a passage with a new fingering or redistribution of the hands, and how to use the body efficiently and effectively in order to play comfortably and with beauty. Because Pressler’s performing repertoire is immense, many students report that their teacher seems always to be able to demonstrate fingerings and phrasings from virtually the entire repertoire; and in doing so, he reminds students that technique is a tool for expression.

By practicing, the student experiences progressive growth over a period of time and learns to apply technical principles to all fingers and on black or white keys. The student learns to adapt to different pianos and how to blend movements of various parts of the body, from fingers to the wrist to the arm to the torso. Pressler challenges each student to discover what might be causing a musical passage to be uneven. Is it the position of the hands? The action of the fingers? A poor choice of fingering? Improper accent? Then he instructs in methods for remediation of the problem. Former student Sherri Jones describes Pressler’s fingering suggestions. “Pressler’s fingerings are, first and foremost, decided upon according to the intended sound color and musical content of a particular passage and secondly on comfort and expediency.”

FINGERINGS

Pressler suggests fingerings and redistribution of notes between the hands in this manner:

For Barber:

Finger redistributions. (Excursions, Op. 20, mvt. 4, mm. 8–11)

[image: Image]

Ex. 11.1. Barber, Excursions, Op. 20, mvt. 4, mm. 8–11

Take the D and D[image: Image] with the right hand. (Sonata, Op. 26, mvt. 3, m. 1)

Why not take the G with the right hand? (m. 13)

For Beethoven:

Divide between the two hands. (Sonata in C major, Op. 2, no. 3, m. 9)

The left hand takes the D after the arpeggio. The left hand takes F[image: Image]. The left hand takes A[image: Image]. (Sonata in D minor, Op. 31, no. 2, Tempest, mvt. 1, mm. 93, 95, and 97)

Why don’t you take that first F in the right hand so you have the others ready in your left hand? (Sonata in E-flat major, Op. 31, no. 3, mvt. 1, m. 44) I would advise you to take that G in the left hand. (246)

3–2 in each hand on the repeated notes. Right hand 2–1. (mvt. 2, mm. 13 and 41)

Take the downbeats with the left hand. (mvt. 3, mm. 79–81)

Right hand 2–1–2–1. (m. 125)

Hand divisions for the cadenza. (Sonata for Violin, Op. 47, Kreutzer, mvt. 1, m. 36)

[image: Image]

Ex. 11.2. Beethoven, Sonata for Violin, Op. 47, Kreutzer, mvt. 1, m. 36

It must bounce. Are you doing 2-1-2-1? Try once 3-2-3-2. The last one you take the 1, yes? (mvt. 2, m. 3)

The right hand takes the chord. (Sonata in C major, Op. 53, Waldstein, mvt. 3, m. 441)

Fingering from Robert Casadesus for m. 13: Alternate left hand, right hand, left hand, so that the hand is free. Fingerings for mm. 13–15. (Sonata in F minor, Op. 57, Appassionata, mvt. 1)

[image: Image]

Ex. 11.3. Beethoven, Sonata in F minor, Op. 57 Appassionata, mvt. 1, mm. 13–15

The left hand takes the E [m. 174]; the left hand takes the F [m. 247]. (Concerto No. 4 in G major, Op. 58, mvt. 1)

The left hand takes the G, first beat. (Sonata in C minor, Op. 111, mvt. 1, mm. 2 and 4)

The left hand takes F-G; the right hand takes D; the left hand takes G. (Sonata in C minor, Op. 111, mvt. 2, mm. 1 and 2)

For Brahms:

There is a climb. It’s not dynamically so much as emotional. Now the thing is, we do it with an easier fingering, which means, we use the right hand instead of the left. But do it once with the left hand. See how you have to stretch? So do it with the right hand and feel that stretch. (Capriccio in F-sharp minor, Op. 76, no. 1, mm. 1–2)

[image: Image]

Ex. 11.4. Brahms, Capriccio in F sharp minor, Op. 76, no. 1, mm. 1–2

The right hand takes E-F; the left hand takes C-E[image: Image]. (Capriccio in D minor, Op. 116, no. 3, m. 98)

For Chopin:

The left hand takes the C-E each time. (Etude in A minor, Op. 10, no. 2, mm. 2, 4, 6, and 10)

Take the A in the right hand. (“Polonaise” from Andante Spianato and Grande Polonaise Brilliante, Op. 22, m. 89)

Legato left hand; use the 4 throughout this section. (Ballade No. 4 in F minor, Op. 52, m. 37)

Come in with the fifth finger on the low C, with the side of the hand. (m. 195)

The left hand helps. (m. 223)

[image: Image]

Ex. 11.5. Chopin, Ballade No. 4 in F minor, Op. 52, m. 223

Finger redistributions. (Ballade in A-flat major, Op. 47, mm. 237–239)

[image: Image]

Ex. 11.6. Chopin, Ballade No. 3 in A-flat major, Op. 47, mm. 237–239

Take the E[image: Image] in the right hand. (Nocturne in C-sharp minor, Op. post., m. 63)

For Debussy:

The left hand helps with the lower notes. (Images, “Reflets dans l’eau,” m. 3)

Finger the descending D[image: Image] octaves with alternating third fingers, which makes a much better and freer sound. (Préludes, Book 1, “Ce qu’a vu le Vent d’Ouest,” m. 51)

Finger redistributions. (Book 2, “Feux d’Artifice,” beat four of mm. 2–5, 2, 7, and 11–14) (see Chapter 20)

Take the A with the right hand, and so forth. (Suite Bergamasque, “Prélude,” m. 10)

For Haydn:

If this is the first piece in a recital, then I would suggest you play those thirds with both hands. Otherwise, you will always worry; and in the worry, the rest of the Sonata will suffer. It will relieve an enormous amount of worry for you. (Sonata in E-flat major, Hob. XVI:52, mvt. 1, m. 5)

Don’t end the thirds with 1-2. Use 4-2 so that the hand is open. (m. 35)

Don’t use 5-5-5 in the left hand. Replace the 5 with a 4. (mm. 44–45)

[image: Image]

Ex. 11.7. Haydn, Sonata in E-flat major, Hob. XVI.52, mvt. 1, mm. 44–45

For Mozart:

I play both those Cs with the left hand. (Concerto in C minor, K. 491, mvt.1, m. 421)

Can I have more fingers? I would suggest you take two notes in the right hand and two in the left hand. (m. 470)

For Rachmaninoff:

Play the third with the right hand and then substitute the left hand. No pedal, so that the right-hand pattern will be clear. (Etude in E-flat minor, Op. 33, no. 6, m. 29)

Play the third fingers on the Bs. (Etude in A minor, Op. 39, no. 6, m. 97)

For Ravel:

Finger redistributions. (Gaspard de la Nuit, “Scarbo,” mm. 102–108) (see Chapter 25)

Finger redistributions. (m. 389) (See Chapter 25)

Take the F with the left hand. (Miroirs, “Oiseaux Tristes,” mm. 87 and

For Schubert:

Let the left hand help. (Fantasie in C major, D. 760, Wanderer, mvt. 1, mm. 24–25) (see Chapter 26)

Actually, you can make it easier by playing the C[image: Image] in the right hand, and then you can play the left-hand E fs with 3–2. (Sonata in A minor, D. 845, mvt. 3, m. 58)

For Schumann:

Divide this up between the right hand and the left hand. (Sonata in F-sharp minor, Op. 11, mvt. 2, mm. 44–45)

Hand redistributions. (Kreisleriana, Op. 16, no. 3, mm. 137–140 and mm. 145–148) (See Chapter 27)

Hand redistributions. (Concerto in A minor, Op. 54, mvt. 1, mm. 32–33) (See Chapter 27)

For Weber:

Hand redistributions. (“Perpetual Motion,” Sonata in C major, Op. 24, Finale, mm. 26–27) (See Chapter 29)

Hand redistributions. (mm. 30–33) (see Chapter 29)

APPLICATION OF TECHNICAL PRINCIPLES

Pressler frequently reminds students to use the concepts learned in their technical study to help them solve problems found in the repertoire. If mentioning a solution does not bring immediate results, Pressler may move a student’s hand or arm to a better position or may demonstrate the passage at a second piano. If the student continues to have difficulty, Pressler will drill the student until the playing improves.

Relaxation

For students who are too tense in their approach, Pressler suggests the following:

For Beethoven:

You have to experiment with the fingering for the trill, or you hold the notes with the pedal and bring the hand with you so you’re not bound. (Sonata for Violin in A major, Op. 47, Kreutzer, mvt. 2, m. 26)

Free the arm on the second quarter. (mvt. 3, m. 56)

Be completely relaxed. Be all ear and not all muscle. (Sonata in F minor, Op. 57, Appassionata, mvt. 1, m. 4)

For Brahms:

Relax the arm. Relax the body. And come in with all the weight. (Brahms, Capriccio in F-sharp minor, Op. 76, no. 1, m. 48)

Relax your shoulders. (m. 72)

Loose arm for the E resolution. (Capriccio in C-sharp minor, Op. 76, no. 5, mm. 90–91)

For Chopin:

To be relaxed is wonderful, but too much is not too good. No, the hand is not firm enough. (Scherzo No. 1 in B minor, Op. 20, m. 44)

For Mendelssohn:

I would like that the body is completely free. (Rondo Capriccioso, Op. 14, m. 27)

For Mozart:

The richness of these chords. Keep the shoulders loose. (Mozart, Piano Concerto in C minor, K. 491, mvt. 1, mm. 254–256)

[image: Image]

Ex. 11.8. Mozart, Piano Concerto in C minor, K. 491, mvt. 1, mm. 254–256

For Schubert:

Relax your body, especially your neck. (Impromptu in G-flat major, Op. 90, no. 3)

To begin with, what is not good is that you don’t free your hand. You don’t free your arm when you play. Your wrist stays in one position. That should bring you from one to the next to the next. It’s the most natural way of playing. And what is not good is that, when you play the same note, it’s when you are at the low point and you come to the high point. [A[image: Image] -A[image: Image]] and the long note is the resolution. No, you use the whole arm instead of just the wrist. Everything is free. It’s loose. And the wrist gives you that note for free, but you don’t get it for free. (Impromptu in A-flat major, Op. 90, no. 4)

For Schumann:

The arm must be relaxed to get a full sonority. You have to control the hand and the keys. Stay right in the keys. Everything is relaxed. (Sonata in F-sharp minor, Op. 11, mvt. 1, mm. 1–5)

For the right-hand octave passage, use a flat hand with a loose arm. (Humoreske, Op. 20)

Finger Motions

Much of Pressler’s technical instruction involves close attention to proper finger motions. Following are examples of his instruction:

For Beethoven:

The right hand would go down, and the left hand closes [“out”]. But you’re making a major operation [left hand]. Between fingers 2 and 1 is not a major operation, but your arm is going all over the place. The thumb pivots. The moment you play the second finger, the thumb is already there. (Sonata in A-flat major, Op. 26, mvt. 1, m. 57)

[image: Image]

Ex. 11.9. Beethoven, Sonata in A-flat major, Op.26, mvt. 1, mm. 57

And you’re right there. The arm, the ear, and your fingers are right here, and the left hand very light. (Sonata in E-flat major, Op. 27, no. 1, mvt. 1, m. 1)

You can’t miss that, but your fingers are flying through the air instead of leading it from one position to the other. The fingers stay right in the key, and the wrist gets you from position to position. There is no reason to miss if you practice correctly. If you see how the hand is shaped, how the chords are shaped, and then it’s right in the hand. The fingering is 4s and 2s, and the chord tells you what finger to play. (mm. 39 and 41)

[image: Image]

Ex. 11.10. Beethoven, Sonata in E-flat major, Op. 27, no. 1, mvt. 1, mm. 39–42

For Brahms:

Use a close thumb. (Variations on a Theme of Paganini, Book 1, Op. 35, no. 1, m. 52)

For Liszt:

You have to anticipate when to continue, and the motion is smooth, especially when you take it from underneath. You must somehow make room. (Paganini Etude No. 2 in E-flat major, m. 8)

I would like for you to pull each finger out. You have to wait in a sense imperceptibly for the other hand to be there. (m. 5)

Very, very close. Not above at all. Completely within the key. (Paganini Etude No. 4, “La Campanella,” m. 77)

For Mozart:

I like the scales very clear that you feel that the fingers are like little hammers. (Piano Concerto in C major, K. 467, mvt. 1, m. 97)

For Schubert:

And the right hand, the touch is very light, that you draw circles with your hand or with your arm. The fingers are close to each other. The hand goes up and down, over and over. But yours sounds like you are jumping over hurdles all the time. (Sonata in A minor, D. 845, mvt. 3, mm. 106–108)

[image: Image]

Ex. 11.11. Schubert, Sonata in A minor, D. 845, mvt. 3, mm. 106–108

For Schumann:

Use the fingers to make the chords articulate. (Carnaval, “Marche des Davidsbündler,” Op. 9, m. 248)

Close to the keys, working within the escapement, not from above. Combination of melody with repeated notes. (Sonata in F-sharp minor, Op. 11, mvt. 1, mm. 54–56)

Wrist Motions

To aid students in their wrist movements, Pressler suggests:

For Beethoven:

Loose wrist. (Sonata in B-flat major, Op. 22, m. 58)

The motion should be “down-down” [on the first of the thirds and on the downbeat]. (Sonata in A-flat major, Op. 26, mvt. 2, m. 17)

One motion [two eighths and quarter], then one motion [four eighths and quarter] and one motion [four eighths and quarter]. Goes to the end of each. The wrist goes in on each sforzando. Actually, you should enjoy that feeling. (mm. 26–29)

[image: Image]

Ex. 11.12. Beethoven, Sonata in A-flat major, Op. 26, mvt. 2, mm 26–29

Now take that forte as a kind of energizer so that the wrist bounces. (Sonata in E-flat major, Op. 27, no. 1, mvt. 4, m. 139)

Use the wrist to run out. (Sonata in D minor, Op. 31, no. 2, Tempest, mvt. 3, mm. 398–399)

Rotate the wrist. (Sonata for Violin in A major Op. 47, Kreutzer, mvt. 3, m. 158)

You have the feeling that you do one motion and you get five more notes for free. (Sonata in F minor, Op. 57, Appassionata, mvt. 1, m. 143)

[image: Image]

Ex. 11.13. Beethoven, Sonata in F minor, Op. 57, Appassionata, mvt. 1, m. 143

For Chopin:

Wrist rotation for the top note. (Ballade No. 4 in F minor, Op. 52, m. 191)

For Mozart:

Mozart has this in most all of his concerti, that the hands rotate. (Sonata in C major for four hands, K. 545)

For Schubert:

No, the wrist is up and the hand does like this, like you have a whip and that would be the end of the whip. No, you do this with the arm. The arm stays. It’s done by the wrist. The arm doesn’t do anything. You see how your arm does each motion? The arm has no motion, but you feel loose and hanging. That’s right; keep the arm hanging and free. (Impromptu in C minor, Op. 90, no. 1)

Now the first thing is the position of your hands. Your hand must go up [turn toward] to the B[image: Image]. You see, when you would be in a pool and have to swim fast, you give a kick in order to push yourself into it; and this is that motion here, which pushes the hand into the direction in which you play [the “kick” away from the B[image: Image]]. (Impromptu in E-flat major, Op. 90, no. 2, m. 1)

Don’t raise the elbow. Just raise the wrist. And make a circle. (m. 52)

Use 1-3-2 on the mordent. When you have the three notes, pull it with the wrist. (Sonata in A minor, D. 845, mvt. 1, m. 53)

The left hand is not good. Pull the wrist off the ornament. (m. 273)

For Schumann:

The notes are played not by the fingers, but by the wrist. (Faschingschwank aus Wien, Op. 26, mvt. 1, m. 87)

Use the wrist, “up” on the eighth note, “down” on the quarter. (Carnaval, “Pierrot,” Op. 9, m. 2)

Use wrist on the eighth-note chords. (Phantasiestücke, “Fabel,” Op. 12, no. 4, m. 15)

Arm Motions

Proper use of the arm is critical to freedom and tone production. Pressler advises:

For Beethoven:

Use the arm to help you get to the next position. As you play the G, your thumb is on its way to the D[image: Image]. (Sonata in A-flat major, Op. 26, mvt. 1, m. 37)

Now, the arm comes out on the forte chord [m. 15], and then you loosen all that up and come in with a relaxed arm [m. 16]. So when you play the chord, you feel the tension. And while it goes up, it releases itself. (Sonata in F minor, Op. 57, Appassionata, mvt. 1)

For Brahms:

Push out of the chord, and then fall into the next chord with the full arm weight. (Sonata No. 3 in F minor, Op. 5, mvt. 5, mm. 349–350)

[image: Image]

Ex. 11.14. Brahms, Sonata No. 3 in F minor, Op. 5, mvt. 5, mm. 349–350

Stretch and open your arm. Make a curve with your arm there. (Piano Trio in B major, Op. 8, mvt. 2, m. 210)

What I would like is that you not jump so much around with your hands, but that you use the arm for each octave. For each octave, you have an arm motion, not just the wrist but with the arm, because it’s heavy and it’s not that fast. Use the whole body. And when you practice, go always to the next one [D-B[image: Image], F-D, B[image: Image] -G, etc.]. Don’t practice F-D, B[image: Image] -F, D-B[image: Image], but D-B[image: Image], F-D, etc. (Concerto in D minor, Op. 15, mvt. 1, m. 226)

Lean on the first note of the octave in both hands. (Variations on a Theme by Paganini, Book 1, Op. 35, no. 1, m. 77)

That F[image: Image], sink in with your arm. (Intermezzo, Op. 118, no. 2, m. 23)

Lean into that chord [beat 3] so it can resolve. (m. 59)

For Chopin:

Bring the arm all the way down into the piano. That’s the sound. (Nocturne in D-flat major, Op. 27, no. 2, m. 2)

For Liszt:

Keep the body moving toward the top of the keyboard. Stay in one direction for the octaves. (Concerto No. 1 in E-flat major, mvt. 1, mm. 5–6)

For Mozart:

Use your arm; you sound so lighthearted. (Concerto in C minor, K. 491, mvt. 3, m. 17)

For Ravel:

Grab the left hand chords. Play each one with a separate pedal. (Sonatine, mvt. 3, mm. 54–55)

For Schubert:

One direction through the four notes. The weight of the arm controls it. (Impromptu in G-flat major, Op. 90, no. 3, m. 3)

When you come to the lowest note, use the arm to push yourself out. (Sonata in A minor, D. 784, mvt. 1, m. 116)

Push yourself out of the chord with the arm. (m. 120)

On the first one, just let the arm sink in. (Sonata in G major, D. 894, mvt. 1, m. 3)

For Schumann:

From the forearm, not the shoulder. (Symphonic Etudes, Op. 13, mvt. 1, m. 167)

Use the arm on the left-hand scales. (m. 246)

Melody. Back up every note with arm weight. (m. 262)

Using the Body and Leaning into the Keyboard

If students have difficulty obtaining a loud fortissimo, Pressler suggests that they lift their bodies from the piano bench and put the upper body into the sound. For other uses of the torso, he suggests:

For Beethoven:

Use the body to go into the keyboard. (Sonata in F major, Op. 54, mvt. 1, m. 148)

Lean into the sforzando chords with the arm so they are not harsh. (Sonata in E major, Op. 109, mvt. 1, m. 33ff.)

For Brahms:

Lean in. Love it! (Intermezzo, Op. 118, no. 2, m. 6)

Full body weight for the last statement. (Rhapsodie in E-flat major, Op. 119, no. 4, m. 217)

For Chausson:

Use the weight that you have to get a chord that is rich. The body has to be in it [for sonority]. (Piano Trio in G minor, Op. 3, mvt. 1)

For Liszt:

But the E[image: Image] must be juicy, rich, so the body must be ready to come into the chord. (Paganini Etude No. 2 in E-flat major, m. 73)

Light Arms and Hands

Many times a technical difficulty can be solved if the pianist will begin with an idea of light arms and hands. One student explains, “Pressler helped me discover how to take a miniscule amount of time and to know on which notes you can rest physically. And he said, ‘Just pick one note, experiment with one that you can always know you’re going to get and focus on, and then all the rest will work.’ And that has always stayed with me because, if, in the middle of a jumbled passage, you focus on one of the middle notes and figure out which one works for you, then all the other ones come out right.”

Examples of Pressler’s suggestions follow:

For Barber:

Can you make a diminuendo going up? The hand must be light. (Sonata, Op. 26, mvt. 2, m. 164)

Just float in with the weight of the hand. (mvt. 3, m. 39)

For Beethoven:

The arm lighter. (Sonata in E-flat major, Op. 31, no. 3, mvt. 1, m. 184)

That’s not difficult, but you tighten up so that everything becomes difficult. When you see people who water ski and the wave goes up, they use that wave. They don’t need to fight in order to get up there. They use the wave, and you can use the pedal. That wave, that gives you the chord. That gives you power. (Sonata in F minor, Op. 57, Appassionata, mvt. 1, mm. 126–127)

Lightly. Think of keeping the weight of the arm back by the elbow. Be aware of the direction and movement of your arm. Allow the arm to move gently with the direction of the notes. (Sonata in A-flat major, Op. 110, mvt. 1, m. 12)

For Brahms:

Don’t get stuck in the octave glissando. Don’t stop the glissando. The thumb leads. Stay light. (Variations on a Theme of Paganini, Book 1, Op. 35, no. 1, m. 249)

Take time before the jumps in both hands. (m. 272)

Pull back as the octaves begin, starting lighter for relaxation as well as shaping. (m. 279)

Start the octaves much lighter and then crescendo. (Piano Trio in C major, Op. 87, mvt. 1, m. 155)

Right hand, free arm. (Intermezzo, Op. 118, no. 2, m. 45)

For Liszt:

Drop back after the accent and begin the crescendo. (Concerto No. 1 in E-flat major, mvt. 1, m. 5)

For Mendelssohn:

Now, for the octaves. What I would like is the arms very light, and lead with the left. Begin them very, very light. (Rondo Capriccioso, Op. 14, mm. 97–99)

For Schumann:

Lighter arm. (Carnaval, “Valse allemande,” Op. 9, m. 239)

Avoidance of Stretching Hands

Pressler cautions students to avoid stretching their hands when playing by allowing the hand to move in and out, especially when moving back and forth between white and black keys. He further suggests:

For Beethoven:

I would suggest that you play 3–4. You can play anything you want, but it’s always in and out and never hurried. You must practice that in such a way that it is always clear. (Sonata in E-flat major, Op. 31, no. 3, mvt. 1, m. 1)

You can take your thumb back so you don’t stretch your hand so much, and don’t try to hold onto all the notes. (Sonata in A-flat major, Op. 110, mvt. 1, m. 57)

For Chopin:

Use fingering that allows the closest hand position. Stretching is dangerous. (Concerto No. 2 in F minor, Op. 21)

For Schumann:

Different sound now! In and out. Your hand is not in. Your fingers should be right there. It can’t be closer than a C to a B[image: Image]. In the left hand, what could be closer than an A[image: Image] to a G? I don’t understand why your hand has to go anywhere. I see a big traffic jam. In and out. To go out, you lift your wrist and relax your shoulders. (Faschingsschwank aus Wien, Op. 26, mvt. 1, m. 87)

VARIOUS DRILLS

Often during lessons Pressler assigns several types of technical drills a student is to continue in practice, expertly illustrating how to devise exercises out of passages. Many times he advises students to practice passages in a way opposite to that found in the score. By doing this, he says, students should become much more secure with the passages. He suggests, for example, that broken chords be practiced as blocked chords and vice versa or ascending or descending passages be practiced in reverse directions.

Pressler also instructs students to play passages with the hand opposite the one they are written for and to practice four-note chords as octaves alone and then to add the inner notes. Another practice, for the voicing of chords, is to play the melody note followed quietly by the other notes of the chord. Students also are encouraged to practice passages using various rhythmic patterns for evenness and control and to practice in various tempi, especially beginning with a slow tempo and only later progressing to a faster one. “Practice slow to fast. The head leads the hand, then it becomes hand, hand, hand.”

Separate Hand Practice

Many times Pressler instructs students to practice hands separately, especially the left hand alone, to discover what is needed for each hand to feel completely comfortable and controlled. An additional benefit is that the player can focus attention on harmonic progressions. In a lesson on Ravel’s La Valse, for example, Pressler had the student play the left hand waltz bass pattern while naming the bass notes of each measure. As former student Winston Choi reports, “He would sometimes have me play tricky passages, left hand alone, in lessons, not only for technical work but also to hear the harmonic progressions. His ears were extremely tuned into how harmonies are related, tension, and relaxation, as well as modulations. Thus, any technical work was meant to emphasize the structure of the piece by adding clarity, shape, and nuance.”

Pressler also suggests:

For Balakirev:

The left hand is like a stride bass in jazz. Practice it alone and with the eyes closed. (Islamey, mm. 13–16)

For Beethoven:

Practice the left hand alone to hear the voicing. (Bagatelles, Op. 126, no. 1)

For Brahms:

Practice the left hand alone for security. (Sonata No. 2 in F-sharp minor, Op. 2, mvt. 4, mm. 71–92)

For Haydn:

Play the left hand alone for close fingers and careful articulation. (Fantasia in C major, Hob. XVII:4)

For Schubert:

Use the left hand to color the sound. You must practice the left hand alone. You don’t possess the left hand. You haven’t mastered that. (Sonata in A minor, D. 845, mvt. 3, m. 62)

Ones, Twos, and Fours

Often in lessons Pressler has students drill sixteenth-note passages using the ones, twos, and fours, learned in the Hanon exercises. Many students begin this practice in the Weber “Perpetual Motion” movement, but similar passages are the eighteenth variation of the Rhapsodie on a Theme of Paganini by Rachmaninoff and Chopin’s Prélude in G major, Op. 28, no. 5.

Octaves

All Pressler students have experienced his drills for controlled octaves in which he asks the pianist to work the thumbs alone for close thumb motions, followed by practicing the fourth and fifth fingers, before putting all notes together again. He instructs:

For Brahms:

Can you play legato in the left-hand octaves? I would like you to play the left hand just with your thumb. Play the right hand; and, with that, play just the left-hand thumb. Now try it as an octave so that the ear hears a beautiful legato, so that, when the ear asks for it, you will supply it. The ear must ask for it. (Concerto in D minor, Op. 15, mvt. 1, mm. 157–158)

To make sure you get the octave, your hand must be strong between the thumb and the second finger. You must keep the octave distance between the thumb and the fifth finger, and you must keep the second and third fingers together. (m. 226)

Start the octaves much lighter, and then crescendo. (Piano Trio in C major, Op. 87, mvt. 1, m. 155)

For Liszt:

Drop back after the accent and begin the crescendo. (Concerto No. 1 in E-flat major, mvt. 1, m. 5)

For Rachmaninoff:

Drill first the thumbs, then the outer line of the octaves. (Rhapsodie on a Theme of Paganini, m. 816)

For Tchaikovsky:

Take the octaves apart and learn how the thumb must move. (Concerto in B-flat minor, Op. 23, mvt. 1, mm. 344–354 and mm. 583–599)

Isolating Problems

Another practice method is to divide passages into various segments to isolate a problem. Former student Jill Sprenger says, “For me, that opened a new world, because with any passage in any piece, you’d work on two or three notes and it would solve the problem of the whole phrase.” As Pressler chastises a student, “It’s a controlled trill, but it sounds terrible. Always know the rhythm. 1–2 seems to be the best fingering for you. Do the trill exercise on these notes every day for ten minutes.” In the same lesson Pressler had the student hold the second finger down while repeating the thumb and vice versa. (Schubert, Sonata in A minor, D. 784, mvt. 1, m. 22)

Skeleton Practice

Pressler also uses what he calls “skeleton practicing,” in which the student plays blocked chords omitting any filigree, or harmonizes in one hand while playing the melody line in the other hand. Other specific skeleton practice suggestions:

For Beethoven:

Let’s once leave out the spaghetti, just have the meat. No triplets, no sixteenths either. (Piano Trio in D major, Op. 70, no. 1, Ghost, mvt. 1)

Play just the skeleton, omitting the filigree. (Bagatelles, Op. 126, no. 3, mm. 36–44)

For Brahms:

Now we have more of these inner notes. Play the two melodies without the bass. (Capriccio in C-sharp minor, Op. 76, no. 5, mm. 41–44)

Practice blocked chords for security and for sonority, smoother, not so notey. (Trio in C major, Op. 87, mvt. 1, m. 309)

For Chopin:

Practice the left hand as written with the right hand blocked. (Nocturne in F major, Op. 15, no. 1, mm. 25–28)

For Haydn:

Practice just the skeleton to hear the chordal relationships. (Sonata in E-flat major, Hob. XVI:52, mvt. 1, m. 24)

[image: Image]

Ex. 11.15. Haydn, Sonata in E-flat major, Hob. XVI.52, mvt. 1, m. 24

For Mozart:

Practice the skeleton chord progression. (Sonata in B-flat major, K. 281, mvt. 1, mm. 22–26)

[image: Image]

Ex. 11.16. Mozart Sonata in B-flat, K. 281, mvt. 1, mm. 22–26

Without Pedal

Often a student is instructed to practice without pedal, so as to give full attention to finger action. “Both kinds of practice are important. First, you must wash yourself each day [no pedal]. Then it’s also important to practice with pedal.”

With Eyes Closed/Silently on the Keys

For practicing passages that have numerous leaps, Pressler advises practicing with the eyes closed to gain confidence and a special awareness at the keyboard. Similar results can be gained by practicing silently on the keys. “Practice the coordination of the hands without playing the notes,” he says. “Don’t rush.” (Ravel, Gaspard de la Nuit, “Le Gibet,” mm. 309–311)

With Metronome

Pressler instructs students to practice with a metronome in order to hear consistent tempi or to drill passages to a faster tempo. He tells a student practicing Schubert with a metronome, “When you come to the places that need to go faster, go a little faster, but come back to what that metronome is.” (Impromptu in C minor, Op. 90, no. 1)


TWELVE

PRESSLER’S HUMÖR

Pressler’s humor and great wit has played an important role in his teaching. Though sometimes biting, his humor is a reflection of his good nature and optimistic outlook on life. Because lessons with him can be intense and students may at times feel intimidated, Pressler’s humor has a way of lightening the mood and offering encouragement for students to continue study, to dig deeper within themselves, and to face further challenges of the repertoire. As Alan Chow describes, “He was very direct, and his vocabulary took a little getting used to: ‘This is ugly,’ ‘You don’t feel anything,’ ‘You play like a Xerox copy.’ His comments were never intended to be mean or unkind. It was just his assessment, and once I got past the words themselves and understood the intent behind them, it was fine.”

Other students offer examples of Pressler’s wit and humor:

One of my favorite memories was of Menahem telling me that it doesn’t matter how one gets the right sound, only that one gets it, then proceeding to demonstrate by playing a passage with his nose.

Returning from New Year’s holiday, I hadn’t touched a piano for more than two weeks. Naturally, he accepted no excuses and proceeded in listening to J. S. Bach’s Partita in C minor, No. 2, with me as the perspiring soloist. After remarking that I had never played that well before, he asked me how long I had practiced it. I reminded him that I hadn’t at all, and he replied in jest, “Well dear, stop practicing then!”

He told me at my last lesson, “You sound like the Salvation Army, ‘Toot, toot, toot.’ “

I remember at the end of the summer I would go off with my family for a week or so, and he was horrified with the whole notion of vacations. And I’d come back and I’d have a cold, and he’d say, “You see, you took a vacation and now you’re sick.” So, I couldn’t win. It was impossible.

One time I was attending the Naumberg Violin Competition and I ran into him and he said, “Why aren’t you practicing?”

“Your left hand sounds like . . . like . . . like an amateur bassoonist.”

“Don’t kid with me.” This was said in disbelief when one of the students in the studio pointed out that Pressler had scheduled a studio class during the same time that Neil Armstrong was to make his historic first footsteps on the moon. Another student then suggested that perhaps we could take the class down to the faculty lounge and watch the historic event on the TV there. His response was, “There’s a television in the lounge?”

He told me that the pedal is the breath of the piano. “If it’s done poorly, it’s as if it has asthma.”

“Who was that?” This [he] said to me in the Green Room after a Beaux Arts Trio concert in Los Angeles. A friend and I came to the concert together, and before the concert started I told her some stories about Pressler. Sitting in front of us were Alan Alda and his wife. Alan turned around and said, “You know these guys? Wow, would you introduce us after the concert?” So, I swaggered backstage afterward with Alan Alda in tow. Everyone backstage was a-twitter when they saw him. I introduced him to Mr. Pressler, and when Alda left, Pressler uttered the now famous-in-L.A. remark.

A female student was waiting at the studio door for her lesson. Upon hearing the conclusion of a piece, she entered exclaiming, “That sounds great!”

“Don’t tell him it sounds good! He still has very far to go!” Feeling very intimidated she replied, “Well, I was listening through a thick door.”

“You see, I don’t need marijuana. I don’t need LSD. I have these inner wings that take me up.”

I played one of the Schubert sonatas in a lesson. After the last note, Pressler sat there in silence for a moment. Then he said, “Ach, where to begin? I know I said that this finale is a garden, but with you it comes out a rock garden!”

“You play as if you’re a bag of potatoes that has opened up and spilt all over the floor.”

“Your fingers—they’re like bananas!”

He shouted, “Clarinet, play in his ear. Wake him up!”

“You know, in your playing it is like you are inviting me over for dinner. And you say to me, ‘Oh, you must come for dinner.’ And then later on you insist, ‘Oh, you must come for dinner.’ And still later on, ‘YOU MUST COME FOR DINNER.’ So, I finally come. And what do you serve? A MCDONALD’S HAMBURGER!”

I was studying Mozart’s Sonata K. 567, and he said, “You know, if you play those opening trills in that manner, I will have to pick up the phone and say, ‘Hello.’ ”

Who could forget that his car featured a bumper sticker with a bust of Beethoven exhorting: DRIVE LESS, PRACTICE MORE!!!

One of the funniest things he would do is when he would imitate our playing by singing in an exaggerated manner. He would screech away in a hoarse voice to show us how pompous or thoughtless we were sounding.

“Well, it was good—and it was bad.”

“I know I do bite—but not in public!”

I remember someone who was attending the master class saying they didn’t like Schumann, and he screamed, very loudly, “It is because you have stone in your heart!”

My favorite story he ever told me was about a page turner in Buenos Aires, who, after oohing and aahing over his Trio concert that night, asked, “But what do you do for a living?”

Once, in playing the Liszt Sonata for him, I played a wrong accidental in the cadenza. He looked at me with those raised eyebrows and dryly asked, “And just HOW LONG does an accidental last?”

Mr. Pressler once or twice called me a Xerox machine.

“Don’t play like a hausfrau.”

After the dress rehearsal, he was very unhappy with my sound, and he said, “The people in the audience will need new batteries in their hearing aids!”

Only one time he said, “Bravo”; otherwise it was, “You play like an automaton!”

He was having me practice glissandos and go from C to G, C to A, C to B, and I was leaving a trail of blood, and I was waiting for some sympathy. And now it’s getting kind of gruesome, and I’m thinking, “Am I going to get some credit here, or what?” And he said, “Keep going, G, A, B!” I’d take my own student to the Health Center if it happened in my studio, but he was like, “Are you going to stop in a recital? Well, why should we stop now?”

When we first played the Schumann Trio, he said, “It is decent. I can accept it. It is better than McDonalds.”

“You sound too much like a teacher.”

“Good is the enemy of better.”

“Have you no love in your heart! It sounds so mechanical.”

I was so nervous that I had to go to the bathroom right before our turn, and Mr. Pressler kept saying, “Where is the pianist? We lost the pianist.”

In studio class a pianist was banging on a broken-octave passage, and Mr. Pressler said, “It sounded like a telephone.”

In returning back to the A section in the Chopin Etude, Op. 25, no. 10, a student played rather mechanically. Mr. Pressler described it as [follows]: “After having spent the most romantic evening together, it is like saying, ‘Good night!’ and leaving.”

I once mentioned to him that I don’t taste when I cook. He said with an exaggerated expression, “That’s like not listening while you are playing!”

After playing what was surely my most flawless performances of the first movement of Beethoven’s Op. 110, I sat back, beaming, only to be met with, “Well, that was quite glib!”

“Believe me, as one who spends almost more of my life onstage than offstage, the public will always want to hear a person with a speech impediment who has something profound to say more than anyone who possesses a smooth, golden, radio voice!”

After an apparently lackluster first performance of the Schumann Concerto, Mr. Pressler was criticizing my performance. In desperation I said, “Well, some people liked it!” To which he retorted, “Some people like McDonald’s hamburgers.”

Once he told me, “Your bass notes all sounded the same, like potatoes falling out of a sack one at a time, bump, bump, bump.”

A very striking example of his humor was when he described a wrong note as a horrible black blotch on a young girl’s beautiful white dress.

There was a group that was playing a piano quartet in the master class, and at the end Mr. Pressler got up and said, “Do you know what your playing makes me want to do?” And he ran over to the door and pretended to vomit “Ehhh, ehhh, ehhh!” And he got everybody’s attention, and he said, “You play so phenomenally well, but you phrased the recap the same way as the exposition. Why would you ruin something by just playing it the same?”

I told him I didn’t have enough material for four lessons in a row, and he said, “Yes, I find everybody’s reduced to whistling by the last lesson.”

“I chose the Haydn E-flat Sonata for my Carnegie Hall recital. Haydn wrote it late in life, and it’s full of adventure, it’s full of virtuosity, it’s full of beans. It doesn’t show any age. I felt that it would be the right piece for me!”

After I finished playing Chopin’s Ballade in G minor, Mr. Pressler looked at me and, pointing to the written rest in the score, said, “You are a stealer. You are stealing time from the rest!” A few days later, I met Mrs. Pressler and I mentioned to her Mr. Pressler’s comment. In a playful tone, she said, “Oh, do not worry. As long as he does not call you a bandit, you are OK!”

“You overdo it. You put on so much make-up on the phrase that one doesn’t recognize the face of the person!”

At the end of Brahms’ F minor Sonata, Mr. Pressler commented that it was “too much, too obvious.” Trying to defend my ego, I said, “I just wanted to introduce and prepare this beautiful modulation to the listener.” He looked at me a little puzzled and said, “Yes, but you do not want to play like a musicologist, do you?”

“Play that a little tipsy.”

When I was preparing for my doctoral exams, Pressler said, “I hope you have studied for your questions. They will be very hard. I mean, from my colleagues they will be very hard. Mine will be impossible!”

“You know there’s a program in England which is called ‘Desert Island Discs’ where they ask you to take to the desert island the recordings that you love the most. Everybody gets to take the Bible, and some other things they like, but then when it came to the recordings, each one of us [members of the Trio] could take two records and one we could decide together. So the one we decided together was the Beethoven sonatas. But then Mr. Cohen, who was at the time in the Trio, he took Beethoven’s String Quartet in E minor, Op. 59, no. 2, and Mahler’s The Song of the Earth. Greenhouse took the Dvorak Concerto with Casals playing and the Schubert B-flat Trio with Casals/Cortot/Thibaud. And I chose the Beethoven Fourth Concerto with Schnabel, which I love very much. And then I was looking for a recording of the Ravel Trio, and I really looked everywhere, and I hesitated, and I thought it would be in terrible taste, dreadful taste, but in the end I said, “I’m going to take our performance of the Ravel Trio because it really is the best!”

“As a teacher I do not want any applause. As a performer, I cannot get enough.”

Student: “You said that as we get better in some ways, we get worse in other ways, and I wondered if you would say more about that.”

Pressler: “About getting worse? Or about getting better?”

“That’s so weak. It sounds like you’re suffering from tuberculosis!”

“Three pairs of ears are better than one, and [people say that] one person can’t know all the answers—although I’m not of that opinion!”

Students also recall Pressler’s humorous comments while working on specific pieces:

For Bach:

You are like a marionette that can only go 1-2-3, 1-2-3, 1-2-3.

Where does that G[image: Image] go to? To the A. That D, where does it resolve? Yes, to the C. So why do you play like a Blind Man’s Bluff? Isn’t it amazing how blind you play these pieces? (Partita No. 5 in G major, S. 829)

For Barber:

You play like a blind man. I shouldn’t say that. A blind man would be able to hear it. (Sonata, Op. 26, mvt. 4, m. 19)

For Beethoven:

You play it as if you’re playing Scrabble. (Sonata in D major, Op. 10, no. 3, mvt. 2)

There’s a pause that refreshes, but yours doesn’t. There should be no pause before the final note. (Sonata in E-flat major, Op. 27, no.1, mvt. 4, m. 8)

You have all these G[image: Image]s. And then when you have the GN, you play it like a G[image: Image], like nothing ever happens in your life. The sun must come shining through. (Violin Sonata in G major, Op. 30, no. 3, mvt. 2, m. 57) Your part is a commentary on hers. You sound like a parrot who doesn’t know what is going on in the house, and he comes in and says a few nonsense words. You must find a reason for being there. You can’t just come in out of the blue. (Sonata for Violin in A major, Op. 47, Kreutzer, mvt. 1, m. 63)

For Brahms:

The same is true of our orchestra. She very often played too loudly, but after all, she thinks she’s 150 men, but she’s only one woman! (Concerto in D minor, Op. 15, mvt. 1)

For Chopin:

You have to do like we all have to do. You have to count how much strength you have. We have to count how much money we have. We have to count how many friends we have. Always we have to count. (Scherzo No. 1 in B minor, Op. 20, mm. 570 —Coda).

The arm must be in there at the top. No, yours is like a chicken whose throat was just cut. (Nocturne in D-flat major, Op. 27, no. 2)

Without waiting, just a diminuendo. When you wait, you go around advertising like someone with a sign, “Pleasure, enjoy!” (Ballade No. 4 in F minor, Op. 52, m. 42)

No, you’re stopping all the time. The piece becomes like it’s filled with plaster. Instead of seeing the arm, it’s plaster here. It’s wounded there; it’s wounded all over the place. (Chopin, Barcarolle, Op. 60)

For Liszt:

Only a piano player could play like this (he sings with no expression), and that’s not a compliment, yes? (Sonata in B minor, mm. 221–231)

Are the bass notes all the same? For me, this is tasteless. What do you achieve? The noise? If that’s what you’re looking for, you’ve achieved it. It’s like an orchestra where the trombonist says to his wife, “Did you hear my solo?” “Wah, wah, wah—yes, I heard your solo!” (Paganini Etude No. 4, “La Campanella,” mm. 131–133)

For Mendelssohn:

That’s too much pedal. You practice so well and then you put on all that pedal. You have to go on a diet, a pedal diet! (Rondo Capriccioso, Op. 14, mm. 183–188)

Yes, pedal, but not like someone who is in a shipwreck and is holding onto a piece of wood! (m. 227)

How long have you got here? When you are at home and you have a little chapel, you go and say to Mendelssohn, “I took it. I won’t repay you, but when I meet you later, I will repay you then.” But when you are with me, you pay the price. (Fantasy in F-sharp minor, Op. 28, mvt. 4, m. 424)

Here it says con fuoco [m. 418], and then he says fortissimo [m. 426], and then here he says fortissimo [m. 432]. Do you have that much fire? Divide it up so that it lasts. Otherwise, the winter will be very cold! [mvt. 4].

For Mozart:

I don’t know why you can’t feel that, the A major. The sun must come out. The sky over the Prince Island suddenly opens, and it’s no longer the Prince Island but the King Island, happiness in the most beautiful sense of the word. (Sonata in A minor, K. 310, mvt. 1)

You love every nuance and every phrase too much. It’s as if you smother your children. (Sonata in C major, K. 330)

Live the pause. Let it be alive. It’s the pause that refreshes. (Sonata in F major, K. 332, mvt. 3)

Why is this so dry? It’s like in the desert all of a sudden. The desert wind has taken hold, and it’s only the bones that we hear. (Piano Concerto in C minor, K. 491, mvt. 1, m. 511)

That B, do you only have two dresses? Then wear blue jeans so it’s not always the same. Play so that one hand gives it to the other. But there’s always a hole there. I think the stores are open. You can buy some new stockings, yes? (Mozart, Sonata for four-hands in C major, K. 545, mvt. 1)

For Prokofiev:

Your beginning starts off with some dust, and I always feel we should take something and clean it up. (Sonata No. 4 in C minor, Op. 29, mvt. 1, m. 1)

It was so fast and it was so loud that it couldn’t grow from the B to the C to the C[image: Image]. That’s what is missing. Of course, if you are twenty-one, you love to push the gas pedal down. (Sonata No. 7 in B-flat major, Op. 83, mvt. 1, m. 45)

For Ravel:

The trill is just a color. Not so self-conscious. It sounds like the left hand is the stepchild. It should be the lipstick, the glitter, the earrings that make the trills look good. But with you, it’s such a dried out lipstick that, when you put it on, it has no more color. (La Valse, m. 557)

I think only the Salvation Army would play like that so that every chord is loud. (La Valse)

Wait for the climax. If the cymbal player enters at measure 33, he’s fired! (Sonatine, mvt. 2, m. 35)

For Schubert:

I would suggest you use the thumb on the G. Your way sounds sort of like someone has been wounded in the war and has a scar, a sign of a handicap. (Impromptu in E-flat major, Op. 90, no. 2, m. 153)

Well, that’s not bad, but it’s not good. (Impromptu in G-flat major, Op. 90, no. 3)

The F is a note that, if you miss it, it’s like seeing a person’s underwear rather than his tuxedo. (Impromptu in A-flat minor, Op. 90, no. 4, m. 77).

I wonder, if that were orchestrated, how that person would feel, because you play with no inflection. He has to work for a living, too. As a conductor, I would throw him out! (Sonata in A minor, D. 845, mvt. 3, m. 37)

I get the feeling you are running from someone who is going to attack you. I get frightened myself, and I think I am looking on someone who is running away. It’s not to be run away from. It’s to be enjoyed. (Sonata in A minor, D. 845, mvt. 3, m. 241)

For Schumann:

Haven’t you had a boyfriend before? Passionato! (Carnaval, Op. 9, “Chiarina”)


THIRTEEN

PRESSLER AT THE MET: BEETHOVEN’S SONATA OP. 110

A Lecture Recital Presented at the
Grace Rainey Rogers Auditorium
The Metropolitan Museum of Art
New York City, New York

On one specific occasion at the Metropolitan Museum of Art, Pressler, ever the teacher, offered a lecture recital to the public, a setting in which he provided his audience with background about the piece he was to perform and the composer who wrote it. Then he worked through the piece, emphasizing areas that he especially wanted his audience to grasp. Pressler noted specific places that were of special significance and demonstrated how particular measures were to sound, explaining why they should be played and heard a certain way. In working through the piece, Pressler told the story behind or within the work, noted the mood(s) the composer was trying to convey, and then provided a brief analysis of the various musical, technical, practical, emotional, and often literary elements that worked organically to create the beauty and wonder of the music.

The following is a transcript of this rare event, which occurred on February 21, 2004.

Thank you for coming. It is something very beautiful that I would like to share with you, which is Beethoven’s penultimate sonata. It’s one of the most beautiful, in my opinion, and most direct works which he wrote where everything is organically derived and where, the more we know about it, the more we can really see how perfectly it was constructed. But the perfect construction is really only a very small part of what it shows us and what it means to us.

In music, loving comes first and understanding comes later. We find later why we love it. We must understand that, when he wrote it, Beethoven had been a grand master and reinvented himself three times, had a career like everyone else at this time going up and coming down, and he had great successes and lesser successes. His works that were performed were very successful, like the Victory Battle over Napoleon that was really an occasional piece that was quite meaningless later. But he realized it, and so his writing became deeper and deeper into his insights. And he had the insights to go deeper for it.

Beethoven had a teacher for twelve years whose name was Christian Gottlob Neefe. This man, who was greatly influenced by Bach, had come from Chemnitz, very close to Leipzig. And that young Beethoven would play the complete Well-Tempered Clavier. It is very interesting that the older Beethoven got, the closer he actually came to Bach and Bach’s influence over him became greater and greater. He used the fugue especially in this sonata. Not that he didn’t use fugues before; but in this sonata the fugue became something that was not just a piece of work, but it became something where emotion and work became so closely intertwined that it is remarkable looking at it from every point of view, but especially listening to it. I will show you what it was that made one learn the piece. As I said before, you love it as a young man, and you begin this through your teacher. The teacher gave me the entrance to this sonata when he said, “You know, this sonata really represents Beethoven, the man, in every respect at all times in his life.”

The first movement is that of an artist, an idealist. And I will show you very soon why that is true and why one can explain it that way. The second movement was that of a hedonist. Beethoven, like no other composer, could be vulgar. He is the one who could be vulgar and at the same time could rise to these unique places that on this earth we really only find in him. In the second movement he uses a very popular song at that time, which was sung in the bawdy houses of Vienna, and it’s something like this [mm. 17–24]:

[image: Image]

Ex. 13.1. mvt. 2, mm. 17–24

And it says, “Ich bin liderlich, du bist liderlich, wir sind liderliche Leute,” meaning, “I’m a bum. You’re a bum. We all are bums.” Could have included us, too! Then comes the last movement, which consists of a slow introduction, the Recitativo, and a fugue, then another song and the fugue. In the song, the first one, one would explain that the hedonist is feeling the sorrow, the pain. Beethoven actually sets at the head of that movement. He calls it “Arioso dolente,” “Song of Pain,” something in which he complains about the pain that he feels or the sorrow that he feels about himself.

Now we actually also know that at that time Beethoven was nearly completely deaf. This is the most unbelievable thing that this man lived within the silences in the world and the sounds of his imagination. What imagination! Out of this comes a fugue, what I was referring to as Bach’s influence and what the fugue means to him. The fugue is something that builds, that not only builds a musical emphasis, but in this case even rebuilds it. And it did. But this fugue is interrupted by the second Arioso where he, with a change in key, I will show you what it means to a listener. The distance is not important to the listener. E[image: Image] minor or this is G minor, it is only what this key does to your insides. But he, when it comes to that second Adagio, he says, “Ermattet” which means exhausted, and “klagend,” which means complaining, not complaining in that sense but feeling the difficulties. And out of this comes, in a sense, a rebirth, because all of a sudden he writes a fugue which is in a different key to begin with, just the opposite of the fugue. While the first one is this [mm. 26–30], the second one [mm. 136–140] is just the opposite.
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Ex. 13.2. mvt. 3, mm. 26–30
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Ex. 13.3. mvt. 3, mm. 136–140

And there he writes, which is so wonderful, “little by little come to life.” And when he then returns to the key of the piece at the ending, it is a triumph of his spirit, and, I would say, of his life. And if there is anything we can do at that ending when it arrives, it would be to sing it like a chorale and to accompany him to the heavens where he goes.

Now let me show you what these different movements show me and how I relate to it. The first theme, which, as I said, is that of the artist, of the idealist [mm. 1–5].

[image: Image]

Ex. 13.4. mvt. 1, mm. 1–5

Beethoven describes the music with words that he has actually very, very seldom used, con amabilita, “with love,” “loving.” And then supposedly in his manuscript—he may have dictated it to someone else—he says, “sanft,” meaning tenderly, so the feeling for this is with love [mm. 1–6]. And here for the first time actually, the new aria begins, and I will play that for you when I play the whole piece. But this aria, which is very beautiful, where he has it once in this key [mm. 5–8],
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Ex. 13.5. mvt. 1, mm. 5–8

the second time when he comes to this aria [mm. 63–66],
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Ex. 13.6. mvt. 1, mm. 63–66

you must feel what I feel when I play it: that the themes to where this aria is headed by the second time, it is so beautiful [mm. 5–8 and mm. 63–66]. I want you to feel this when you hear this. We speak in music very often about gestures, and there was no one really who was so imperious, whose gestures were so dramatic, whose feeling for a gesture was so strong than Beethoven. He starts a place like this [mm. 20–21],
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Ex. 13.7. mvt. 1, mm. 20–21

and you hear that [mm. 19–23]. I don’t think I know anywhere in music that’s as pure as this [mm. 20–21]. And the variation of it [m. 22]
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Ex. 13.8. mvt. 1, m. 22

and out of that growing here [mm. 26–28].
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Ex. 13.9. mvt. 1, mm. 26–28

Can you imagine what it takes to do this [m. 28, beat 1],
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Ex. 13.10. mvt. 1, m. 28

to encompass this tremendous amount of tension, to build to this point [mm. 25–32], et cetera? But you feel it’s been that tension how he’s able to come from a point of [mm. 20–21] to the point that [mm. 27–28, right hand B[image: Image] -G] that makes this enormous jump.

He has a moment here which is very beautiful which makes one have the feeling how he himself strives upward as does the player. He joins in the fight 50/50 with the player. It is this moment here [mm. 36–39].
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Ex. 13.11. mvt. 1, mm. 36–39

Can you hear it? He doesn’t permit a crescendo. He does a decrescendo. There is an intensification because it’s going upward, it’s striving upward. It goes here [mm. 36–38], and we reach this goal. Then he comes all the way down [mm. 39–40]. No other composer has been capable of creating between one note and the other a whole world of differences. It is something which through insight and inspiration will bring us to this point.

There’s another moment which I’d like you to know of the first movement. There is, right in the beginning, the place like this [mm. 12–19].
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Ex. 13.12. mvt. 1, mm. 12–19

This is a kind of bridge to that moment [m. 20], but when he comes to the Reprise, which means a repeat in the first movement, he comes to it and he shows you how organic it can be, because he comes right up to the theme. And we’ll play that [mm. 56–57],
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Ex. 13.13. mvt. 1, mm. 56–57

and the right hand [mm. 56–60, downbeat], and it’s the same, as if it would be out of the same cloth. He builds that closeness, and there isn’t a passage that isn’t all part of the whole.

I’d like you to hear a point that to me is always very exciting and very interesting and very important when I play it, this place here. I have the feeling that a runner sometimes has when he runs and everything becomes very lucid and very clear and which resolves finally the pain and you are very happy within yourself, and this is the place. The theme is here [mm. 60–64].
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Ex. 13.14. mvt. 1, mm. 60–64

That connection of this phrase, to me, is a miracle of writing [mm. 59–63].

Now let me come to the same point that I was just before when describing [mm. 36–38] when he does it the second time in the Reprise, where he does permit a crescendo. I think you may agree with me that here he comes to a point where he gives all of us a great opportunity. And that is what is great about this sonata, to strive in our insight for something that we can neither explain correctly nor touch, but we can feel. And that’s his moment here [mm. 95–101].
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Ex. 13.15. mvt. 1, mm. 95–101

And now he permits the crescendo [m. 97–100], and this time it falls slowly [mm. 101–104]
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Ex. 13.16. mvt. 1, mm. 101–104

until here, where he gives the benediction [mm. 104–105, beat 1]. Can you hear what I mean [mm. 95–105, beat 1]?

Then, let me just show you how he finishes and how inventive the ending is. The triad going up [mm. 109–110], and he interrupts it [m. 111], the artist [mm. 110–116];
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Ex. 13.17. mvt. 1, mm. 110–116

and you hear it. That is immense. After all, everything was [m. 111]. He opens a door [the E[image: Image]] [mm. 111–116 and mm. 1–3 of mvt. 2], and we come right into the second movement. In principle he does not say to stop. He doesn’t give us an ending. The relationship, which up to this point was the idealist [mm. 115–116], to that [mm. 1–4 of mvt. 2]
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Ex. 13.18. mvt. 1, mm. 115–116 and mvt. 2, mm. 1–4

is so perfect that we can’t help but continue. And now we hear [m. 1–16],
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Ex. 13.19. mvt. 2, mm. 1–16

and Beethoven, being stubborn as he always was, has to be his way. These accents in the left hand [mm. 11–16] are against the beat, so to speak, and so [mm. 9–15, and mm. 9–15] and then “Ich bin lüderlich, du bist lüderlich” [mm. 16–36], et cetera. So, you can hear the stubbornness. You can hear his being ordinary, being vulgar in some ways. And yet, at the same time [mm. 33–35], stopping it, then coming back [mm. 36–40].
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Ex. 13.20. mvt. 2, mm. 36–40

Now this is the catch, for the Scherzo’s in F minor; it’s not a happy song. Yet he uses these words that are laughing at himself or at us or the world for that matter. Here he writes a trio which could be written by today’s composer, could be someone like Webern [mm. 41–72].
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Ex. 13.21. mvt. 2, mm. 41–72

Is this wild, going all over the place? And yet, when one analyzes it, as when we read it and learn it, it is really a counterpoint [mm. 40–72, played slowly]. Of course, at the same time, when you’re young and you’re learning it, you’d better learn how to say, “Peter eats the pickled peppers.” The better you can say that, the better you’ll play this place [mm. 40–75]. Can you say it?

Now, the finish of it. He slows us down from this very fast tempo, remember [mm. 96–98]? He ends it with the coda [mm. 144–158],
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Ex. 13.22. mvt. 2, mm. 144–158

the climax [m. 154], and resolution [mm. 155–158]. And out of this comes Movement 3 [m. 1 to beat 1 of m. 2],
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Ex. 13.23. mvt. 3, m. 1 to beat 1 of m. 2

one of the great moments in music [continuing through m. 3], and now the Recitativo. He gives us an enormous amount of “do this, do that,” those values that are very, very difficult to realize, to be completely exact. But the more exact you are, the better you will express what he says here. And he uses something which no one had used before, which is called in German “bebung,” which is a kind of vibrato [mm. 5–6, beat 1].

Now can you imagine this [m. 5 through the As]? You hear how that note vibrates in the air [continuing through m. 7, beat 1] and that he just made one stanza of that Arioso dolente? He starts it with a heartbeat, with an answer underneath [m. 7, beat 2 through beat 1 of m. 13]. Can you feel how he actually speaks to us, and for us? I mean, to hear this [m. 7, beat 2 through beat 1 of m. 8] and to imagine playing it, what it does to you [continuing to m. 12, beat 2]. And let me, before I come to the fugue, play for you what it comes back to when he is exhausted, when we actually hear his steps slowing [mm. 116–117].
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Ex. 13.24. mvt. 3, mm. 116–117

You remember this [mm. 9–10, beat 2]? It’s still strong, although he feels the pain. But here [mm. 116–120, beat 1], it’s like we stop and we stay. We cannot go on [continuing until mm. 123, beat 3]. The despair is over now. But here, he was also the doctor who gave himself the right medicine to become healthy, to become strong again. And this is the first fugue [mm. 26—beat 1 of m. 29], built on pure fourths. It is the theme, but you will not recognize that you have heard it before [He plays mvt. 1, mm. 1 through beat 1 of m.5; then the top notes of m. 1, beat 1–2, then m. 2, beat 1–2, then replays mvt. 3, mm. 26–29]. So, even not knowing, we do feel the relationship, the deep relationship that comes when something is internally related like this [mm. 26–30]. Now it is a fugue in three parts, three voices. You have the first one [mm. 26–30],
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Ex. 13.25. mvt. 3, mm. 26–30

the second one [mm. 30–36, beat 1], the third one [mm. 36–46, beat 1], et cetera. You hear how the fugue builds and how well we feel when we hear it, how wonderfully he expresses [mm. 26–39] something that is positive, that is well, that is healthy [mm. 39–40]. Now when he comes to the end of this fugue, building it to a climax, and it is interrupted with the adagio which had appeared earlier [Pressler plays mm. 106–116].

Now comes again the point where Beethoven speaks to us through ways that are as small as one can ask for. It’s single notes that slowly become the chords that build in us that which we feel overwhelmed by. As much as the explanation will help, it is not that which will do it, because it was helped by an inspiration by the singular genius of Beethoven, coming here [m. 131, beats 1–3] when he finishes the adagio [m. 131, last note—m. 135] and the fugue, the inversion [mm. 136–149, beat 1]. And in this fugue, Beethoven uses all the means available to him. He uses the theme, he uses a diminution of the theme, he uses a stretto, he uses an augmentation of the theme, so that you have for instance this [mm. 152–153, left hand] [and again, left hand slowly], and on top you hear the augmentation [mm. 152–155]. You hear the stretto here [mm. 153–156]
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Ex. 13.26. mvt. 3, mm. 153–156

[m. 160, beat 2—m.163]. And now he uses the same [mm. 167–175]. And then he arrives to that first theme, only this time really glorified to that point where I said to you before. Then it comes back, and he builds it to that triumphant moment [mm. 184–188].
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Ex. 13.27. mvt. 3, mm. 184–188

And I hope you and I can follow him into the same feeling, grateful that he has given us something just close to the end of his life. I mean the Sonata was written in 1821. He died in 1827. The works with which he was concerned at that time were Sonatas Op. 109, 110, 111, the Diabelli Variations for the piano, the Bagatelles, Op. 126, the Ninth Symphony, and, of course, the great last string quartets.

I hope that, as I play it, you will be able to feel and follow with me through this piece, that you will have the same wonderful adventure that, as students of music, we each have when we play this piece.

Thank you very much.
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Tamás Ungar asked me to speak to you today. This is the year my Trio is going to be fifty years old, and I thought that would be a good thing to talk about because, in a way, it speaks about what my life is about, not just what the Trio’s about but what my life is about and what music in my life is about. All of you who are coming here to practice, to learn, to listen, to participate are coming for a number of reasons. The very first one—and I hope the most important one—is the love for music, that which brings you here and that which actually nourishes you and that has nourished me.

The Trio started on the thirteenth of July 1955, so it has a few days still to go before fifty years. But, there was a lot before then. I was a young student who came from Israel to play in a competition, just like the one here. Only it was completely different at that time. At that time there were not that many competitions. This one which I came for was the Debussy Competition in San Francisco, and I came not in order to win; I really came because my teacher sent me in order to find out “how good are you?” because I was in Israel. We were cut off from the rest of the world, and the only things that we knew about the rest of the world were an Artur Schnabel, a Vladimir Horowitz, a Rubinstein, a Casadesus from the recordings. And of course, none of us played that well. And anyway, whatever we played and whenever we played, we always felt it was not good enough. There must be a way to do it better.

I was sent, and I went to San Francisco, where we played in back of a screen, not like here, but in back of a screen so that no one who even knew someone in there could know who it was. We drew lots and in back of the screen you played, and there the judges had to judge. There were good judges at that time. There was Darius Milhaud, the great French composer. There was Roger Sessions, the great American composer. There was the critic [Major M. Fisher] of the San Francisco paper. When they called me on stage to tell me that I had won the first prize, it was a tremendous surprise to me, although from the second round on, I heard that I played as well as the others and that I knew the pieces as well as the others and that I was always asked for the more difficult pieces, which surprised me. And then, all of a sudden, they didn’t ask me anymore and they asked two others to play. And when the two others played, I thought one girl played better; and I walked over to her and I said, “I congratulate you. You have won.” And she started to cry and she said, “No, I think you deserved it more.” And at that point, they called “number two,” which was my number, to the stage; and I was told I had won the first prize.

Other things, of course, happened. At that time I was introduced to a great manager. I played for him [Arthur Judson] and he offered me a contract, and he gave me an audition to play for a great conductor by the name of Eugene Ormandy of the Philadelphia Orchestra, who said, “Next year you’re going to make your debut with me.” And I went home to my teacher and my friends and my fellow students, who said, “How was it?” “Well,” I said, “I don’t know really. I think it was very easy. You should all go!” It wasn’t that easy, but one of my friends, one of my fellow students—he doesn’t play right now anymore—by the name of Weissenberg, he did win also another prize in New York.

Anyway, I went home and I had now to clarify what is the repertoire. What is my repertoire? What am I going to play this next year? I’m making my debut with the Philadelphia Orchestra; and I had heard, while I was in America before going back, a magnificent performance of Willi Kapell playing the Khachaturian Piano Concerto. I heard Robert Casadesus. I had heard Arthur Rubinstein. I heard Horowitz. I had to find something which I could play, something which I thought I could play as well to belong into that category. Because to win a competition is one thing; you play against other young people. But to win in a hall like Carnegie Hall, you don’t play against or in comparison with people like that. You play in comparison to Rubinstein, to Horowitz, to Casadesus, to Schnabel, to Myra Hess, to that which we all admire and love. Now on one hand, you feel you do not belong there. And it’s true. You do not belong there. On the other hand, you would like to belong there. And on the third, “I think I can belong there.”

So the consideration of which piano concerto to play, I decided on Schumann. Why did I decide on Schumann? I decided because I loved that composer. I still love him. I would say I love him even more today because I understand more. But I loved him because I felt that, with the words that Schumann spoke, I could speak those words and they would be mine, my own. I went to practice as you probably all do. I had the diet of eight hours a day. I started in the morning until noon and in the afternoon until late in the afternoon. And I had a very dear friend, a wonderful pianist, to whom luck did not play a role like in my life but who was at least my equal, if not more. I had great admiration for him. He was my age, and we always would meet at noontime after we each had four hours of practice, and we would walk on the seashore and get some respite and then go back to practice. His house was close to the seashore; and every time I got there and I heard him practice, I went right back home. I didn’t knock on his door. When I saw he was still practicing, I didn’t want him to get ahead of me. That’s what you think, because you feel that every minute you practice, you may find the one elusive thing that you don’t know.

I came back to America. I made my debut with Ormandy with the Philadelphia Orchestra, and I was fortunate to become the second in the history of the orchestra to get a four-year contract to play every year with them. I, during that year, played with Stokowski, with [Paul] Paray, with [Fabien] Sevitsky, with most of the great conductors. And at that point, of course, you think you can do nothing wrong. And that is a great mistake, because everybody does wrong things. And what you don’t know when you’re very young is that a career is not just ups, but it is ups and downs and sometimes never up, but up-down-up. At the same time, I started to do recordings for MGM, Metro-Goldwyn-Mayer. My very first recording was to do what Rubinstein played in the movie called A Song of Love, which was the life of Schumann. Rubinstein played “Dedication” of Schumann; he played Carnaval; he played “Mephisto.” He played a number of things, but his contract as far as recording was with RCA Victor, and MGM wanted the same recording because it was their movie, so I got the contract from them. And I did the same things that Rubinstein did in the movie, and the record did very well.

And so they asked me for more records, and I started to make one record after the other until I had approximately thirty LPs from where I start from Mozart and Beethoven to Bartók, Berners, Lambert, the Piano Concerto of Shostakovich, Mozart Concerti. I did everything. And there I came to the producer, and I said, “I would like to do a trio record of Mozart.” And he said, “Why not? Get yourself two people and make yourself a trio record.” Now there I was a stranger in the world. I had not gone to Juilliard. I had not been in one of the schools in America where I would know people. I was just a young soloist who lived in a hotel apartment and practiced, had my concerts, would play, and would enjoy that. And I had actually a very, very nice life. But to make a trio takes two more people, so again luck played a big role.

In the hotel apartments where I lived, by the way, in the same hotel apartment Artur Schnabel lived too, and I never dared to say hello to him. Although I saw him in the elevator, I didn’t even dare to say, “Good morning,” because I was so in awe of him. There was the first of the second violinists of the NBC Orchestra, which was one of the great orchestras in New York, conducted by Toscanini. And he was very friendly with me; and I saw him socially and I played with him something, so I asked him, “Who do you think I should play with?” And he said, “You play with our concert master and our first cellist.” I said, “But I don’t know them.” He said, “Come tomorrow to rehearsal with Toscanini and I will take you in and you can talk to them and I’ll introduce you.” So I went to the rehearsal, and he introduced me to Daniel Guilet and Frank Miller. And both of them came three days later to my hotel apartment to play with me a trio.

And there for the first time I got the knowledge of what does it do between one musician and another. Frank Miller said, “Yes, I’ll play with you but not with Guilet”; and Guilet said, “I will play with you but not with Frank Miller.” And so I was there in a quandary because Frank Miller was a phenomenal cellist and Guilet was a marvelous violinist. But then Guilet said to me, “You’re playing this next week for the first time in your life the Schumann Quintet. I know that Quintet backwards, sideways, and forwards. Having been in a string quartet, I played it with every pianist. If you want me, I will coach you on it.” I said, “That would be marvelous.” So he actually stayed there the first night and we started to rehearse the Schumann Quintet. And he started to teach me about chamber music, and, I must say, I was in awe at his knowledge. I was enthusiastic about his passion, his passion for playing this music. He was so absolutely overwhelming with that passion that you could feel that was what he was living for. So therefore, my decision then was I would be playing chamber music with Guilet, not with Frank Miller.

As it turned out, we found one of the absolute great cellists that one could have asked for. That was Bernard Greenhouse, a great, great artist, a fantastic player, an interesting man who today, at the age of ninety, gives master classes all over the world. He just can’t stop, and I hope he doesn’t because he’s great. He’s a great inspiration; and to me as a colleague playing with him, it was the most wonderful thing to play. Certain pieces we would be playing ten times, twenty times, fifty times; and fifty times he would play that piece differently. Fifty times he had me on the edge of my seat, being observant to be able to play it with him so he doesn’t say afterwards bad things to me. Actually, he never did. The only one who did, who was very, very, very difficult was Guilet, who in a rehearsal, not having the technique, not having the language, would be—every second word that he would use in a rehearsal would be—an insult. Now for many people that would be very hard to take. Greenhouse would be so upset that there would be a fight going on and I would be looking on, I must say, because I was young and not experienced and feeling that everything he said was actually opening my eyes to wonderful things. Why should we get upset? But he said it in such a way that it’s very difficult to accept it. The only thing I have learned from him was not to do it that way, although I have had now the experience since I’m the only one playing after fifty years and keeping the Trio so that the Beaux Arts Trio is still the Beaux Arts Trio today. Actually, it is in a way better than it ever was or at least as good as its best times, because I do have great demands on my players. And this time I’ve got the most magnificent players to demand those things of. Our young violinist [Daniel Hope] just this last year was nominated for two Grammys; and if you get any of the magazines, the BBC Magazine has him on the front cover this month. And a great cellist is Antonio Meneses, who won the Tchaikovsky Competition when he was twenty-six. He is absolutely consummate.

Now we had only nine concerts to play the pieces, then to record, and then to say goodbye. But our very first concert, which was on the thirteenth of July in Tanglewood, was where we got a sudden invitation that the Albeneri Trio could not make the concert; and they invited our Trio to play because Charles Munch, the conductor and director, knew Guilet, and he thought, “If Guilet plays with these two people, it must be okay.”

And so we got the invitation to play, and we really, I must say, worked tremendously hard on a very difficult and rich program, which we’re playing by the way this year on the next day of the fiftieth year. Instead of the thirteenth, on the fourteenth of July, we’ll be playing at Tanglewood that same program. That’s Beethoven Op. 1, no. 3, Beethoven Op. 7, no. 1, which is the Ghost, and we finish with Beethoven Op. 97, the Archduke. Absolutely a test program, a program which one shouldn’t play as a first program, but we did. We came to Tanglewood and Munch was there and greeted Guilet and greeted us and said, “I have to leave at intermission. I’m going to conduct the Ninth [Symphony] and I have a rehearsal in the morning. Therefore, I wish you good luck. All the best.”

Casadesus was in the audience. Zino Francescatti—these names that probably mean nothing to you, but they were great, great masters—Zino Francescatti was a truly great violinist. We played the concert, and at the end of the concert Charles Munch came backstage and said, “I have not been able to leave. It was really something that I enjoyed and not heard in many, many years.” And he even used the words that I like to compare it to which is the Trio of Thibaud, Casals, and Cortot. He said, “Okay, as long as I am director, you will be playing here every year.” The management, which had given us nine concerts, all of a sudden decided, “We have found something in this Trio.” And they gave us seventy concerts. That’s an enormous amount of concerts for a group in small towns. And lucky they were small towns, because that way we truly learned to play repertoire. We truly learned to be a trio.

At the same time that this happened, I personally got a call from Indiana University, “Would you be willing to teach?” And the thing was, I had been playing under an assumed name in New York with one of the finest pianists in America, and we did so-called entertainment music under different names. We played The Night on Bald Mountain, we played Swan Lake, and all of these pieces. His name was William Masselos, a pianist for whom Copland wrote his Fantasy, the first one to play the Ives Sonata in America, a student of Harold Bauer who played the most beautiful Davidsbündlert[image: Image]anze. Anyway, I had induced him to go after he was invited to Indiana, and he said, “All my stars are not aligned. I don’t think I should go.” I said, “Go.” He said, “You wouldn’t, would you?” In order to encourage him, I said, “Of course, I would.” Anyway he went, and Indiana, I guess, needed a pianist, and they called me; and I said, “Of course, I can’t do that. I can’t come. I have too many concerts. I have seventy concerts. I can’t come to Indiana.” But that was a very persistent dean; and he called me three days later, and I said, “My answer is just the same. I can’t accept.” And that night Masselos and another pianist who was there, Sidney Foster, called and said, “But Menahem, you had told us you would accept. Come see what it is like. You can teach on Sunday. You can teach at night. You can teach early in the morning. You can do your concerts. You’ve got energy.” When the dean called me, I accepted for one semester just to see what it’s like; and this is fifty years later. I’m still there. So that was at the same time my life was going, I was going to teach and going to play.

Now the playing itself became something where, to learn a work, to play the work, to make the work part of you, so that, when you play it, people knew that this was Beaux Arts Trio. This was Greenhouse. This was Guilet. This was Pressler. And we achieved it. We did learn it. We played. We started to record. Our very first record that we made, which we made in three hours, was a record of the Dumky Trio and Mendelssohn Trio, which won the Grand Prix du Disque on a small label called Concert Hall. And then immediately a big label, Philips, took us. And we made one record after the other, the complete Haydn, the complete Beethoven twice, complete Schubert twice, Mendelssohn twice, Schumann Trios twice, Ravel three times, Ives, Rachmaninoff, Tchaikovsky, Shostakovich.

We did all of these things and listening to it very, very carefully because there was only one way in which a success can be guaranteed and which it can continue. It is that you stay, in a way, up on a level, which is your level, not as compared to someone else. You can say, “Oh, he is the best or that is the best.” No, but a level that they recognize. And one thing which the Beaux Arts Trio had which I’m very proud of [was that] there wasn’t a town that we played, not one, even the smallest one, that did not invite the Trio immediately to come back. The experience of all of us when we play is very often that people come backstage when we play and say, “Oh, we must have you back.” And you never come back or you come back in a few years maybe. But with the Trio, it was always, always immediately. So that, as of today, when the Trio books the next season, there are towns where the Trio is playing, or I am playing, for the forty-fifth or the fiftieth time. That meant every year in Hamburg, every year in Paris, every year in New York. That is something very, very nice.

But believe me, all this does not come any other way but with blood, sweat, and tears. That is truly something which has a close connection to music-making. And in a way, I could say it has a close connection to learning. Learning, in principle, is not something that comes easy, because learning should not be sugar-coated. I know there is teaching that does only give compliments. I know there is teaching that makes a student feel very happy if he or she gets compliments, but they come out with actually nothing. The only way to grow is to recognize what is it that you need, what is it that you miss, and which way can you achieve it. With some people, it is one way. With other people, it is a different way. The first thing is that one must learn what one’s own needs are. I know there are people who need to over-practice. There are people who, when they over-practice, become stale. So, everyone must know himself. When we speak about the great pianists, they do.

Music is an art, and it’s the art of transmitting feelings. With muscles alone, music does not live. Sport is something that exists by muscles alone, and we all love sport, even the sport in music. We see our audience here. When it is faster and louder, we get up immediately and yell, but they know nothing. And then someone plays a Nocturne, and there’s barely an applause, and that person played very well.

I met the wonderful magnificent artist in Holland by the name of Radu Lupu, who won here the first prize many, many years ago. Now here you have an artist who, when he won this first prize, did not accept it. He went away to study and then won the first prize in Leeds and then started to play. And to this very day this man practices, searches, compares, is not sure, and plays beautifully, magnificently, so to be one of the great Schumann and Brahms players.

And so, I do feel that I say about the Beaux Arts Trio, that I can say it today with two young people who do want and are able to make music and to accept and see the relationship that comes from the background that I come from all the way to them today. That music is a transmitting of that which we have learned throughout the time, that which we have gained the taste, although taste in music does change with the time.

Today one plays much different from the way which one played forty years ago, and certain things are much more acceptable today than they were then and vice versa. But there is one thing that has stayed always alive, and that one thing is that the person or the artist who is capable of giving someone else these strong emotions which make these great works in music stay alive until today. There is only one reason that a Beethoven sonata is still today as great as at the time that it was written and will be, because the true emotions, the greatest depths that are being given in these works, is gratefully accepted if there is an artist who transmits it. You hear lots of playing, and most of it is like a Xerox copy, and especially the fluid ones, who have no difficulty and manage less difficulties today than there ever were. But [playing] difficulties does not mean that the work has been played. To an amateur, it may mean that, but in reality, any great work, any great emotions are with effort. And if your ability allows you to use the vocabulary with ease, which means you can play with ease, then it is your duty to go as deep as you can into these works because it is only in their depths that you can find the answers and it’s only in their depths that you find that which makes an artist great.

I was lucky the other day in California to look at this video The Great Pianists [The Art of Piano—Great Pianists of the 20th Century]. I don’t know if you have seen that. It was wonderful to see the playing of Myra Hess, which we all here never experienced as much as they did in Europe, but to see her play and then to see the playing of Rubinstein at that time, to see the playing of a Backhaus, a great pianist, and to see the playing of a man like Győrgy Cziffra, whose fingers went so fast that really one could not believe one heard this piece that he was playing. Here was a gypsy, a musical gypsy, who had gained his fantastic fingers and could play anything. Life played a terrible role in his way and so he stopped rather early, but he was a magnificent pianist. And it was wonderful to see what could be achieved by nature, by people who come with natural ability, and what can be achieved by thought, and how much is achieved by devotion.

That is the decisive point in everybody, when you devote yourself. We have learned to accept pieces which are supposedly guarantees of success. We come to a competition and the piece that you see all along the line is the Second Sonata of Rachmaninoff. That means automatically, “Wow!” It means actually nothing unless it’s played very beautifully, and only very, very few people play it very beautifully. And it is never the piece that is a success because people are always imitating. Horowitz had great success with the Barber Sonata; let me play the Barber Sonata. Horowitz had a great success with the Seventh Sonata of Prokofiev; let me play the Seventh Sonata of Prokofiev. No, Horowitz had a great success with the Seventh Sonata of Prokofiev first of all because he was Horowitz. What made him were his phenomenal ears, his enormous energy, his great technique, his understanding when he played a piece. Where is the great moment and where is the great climax? That was his success. And then you have another pianist who will take the Seventh Sonata of Prokofiev, a man like Sviatoslav Richter, and he sees it in a different light, and the sonata and he are equally great and we equally love him because, again, there is something in which we find the piece. Today we hear it quite often played, and the only thing that is similar to the normal sonata that we know is the noise level. That’s even bigger than these great pianists.

So, before I finish, I just wanted to tell you that it is beautiful that you all come together in a place like here under the leadership of Tamás Ungar, who is a wonderful musician, who loves music, who loves teaching, and who loves young people and has created a keyboard institute. And I love to see people of advanced age who are teachers and music lovers and who, in a way, gain much more insight so that, when they hear a performance, the evaluation and that which they get out of it become more. I don’t want to finish this little get-together with you without giving you the chance of asking me questions, if you have any.

Questions and Answers

T.U. (Tamás Ungar): I will moderate so I can see who has questions. Let me start off. I’m dying to know, because I’ve heard you with several members of the Beaux Arts Trio, in your heart of hearts, how much—it must have been difficult to change when Mr. Greenhouse left and you had to pick another cellist, oh, very, very—what happens to a trio, the chemistry of a trio?

M.P. (Menahem Pressler): Now from a pianist’s point of view—and biased that we are, as pianists—when we talk about the Beaux Arts Trio, we think that you are the motor, you are the one, as I say, biased as we are. No, it’s not bias. No, let me put it correctly. In a trio, the pianist is the most important because of the way the works are scored. He is the first among equals. In a trio, the score is sixty percent piano. We should be paid like that, too. I always ask, “I would like to be paid by the notes!” It’s a very important question that you ask. A trio is, of course, the unit, a unit like you and your wife, and your wife dies. You don’t want to be alone. You have to find someone, and especially as the pianist who know the works, who has seen it at their best, you can use Martin Luther King: “I have been on the mountaintop. I have seen it!” You have experienced it, so how do you look for someone?

Now, I have found the map. I have found that actually you don’t look for it. It looks for you. You cannot audition for it, because the chemistry that happens during a performance cannot be experienced at any other time but in a performance. So when Guilet resigned, Cohen came in. But Greenhouse and I were both still in so it was easier. And actually, that began the golden time of the Trio. And when Greenhouse left, we brought in a new cellist [Peter Wiley] who was good, as a matter of fact. He is today the cellist of the Guarneri Quartet, very good, but it was not the right chemistry. So when Cohen couldn’t continue—his health—there came in a magnificent violinist, Ida Kavafian, magnificent, but it wasn’t the right chemistry.

So when it started again with Antonio Meneses and Young Uck Kim, he was wonderful, magnificent in every respect, but then he had this problem with his arm. And at that point I decided—we still had thirty concerts, fifteen in America, New York, Chicago, and Washington, and in Europe, London and Paris—I would try to take somebody who has experience in chamber music, see if it fits and if it’s good enough. I’ll do the concerts and that will be it. And so the manager said, “You know, I know a young violinist [Daniel Hope]. He knows the Schnitke Trio.” We had now recorded the Schnitke Trio. I said, “I don’t care about the Schnitke Trio. I care about Schubert, Brahms, Beethoven.” She spoke so highly of him [that] I said send him to my cellist. Let them compare and see. She sent him to my cellist, and he called me and said, “Menahem, I think he’s the real thing!” I met them in Portugal. After the rehearsal, I had strength to practice five hours a day, six hours a day. It became a love feast. I couldn’t get enough. They were tired, not me. So, that’s why today I have the chance to continue.

A.M. (Audience Member): How much do you feel you—the word is not right, but let’s put it bluntly—impose your terrific experience upon the strings?

M.P.: I would say, completely! I don’t have to dictate because they are like sponges. They want to take it. Not that they don’t say, “I think you are too fast” or “This is too loud” or “I think this is rhythmically not correct.” No, they would say that.

A.M.: When are you going to write a book about your experiences? I’d love to read it.

M.P.: The book is nearly finished, but it’s not me who wrote it but someone else.

A.M.: What is the key to successfully balancing your touring schedule and your personal life?

M.P.: That’s a very important question, especially for a woman. The thing is this: if you are lucky, as I was, to find the right wife—don’t laugh—who in every respect gave me a support system in which I was free to devote myself to whatever it was. She permitted me to give these concerts. She made it possible for me to travel. She made it possible for me to teach my students, to take care of the nitty-gritty of the house. She took care of my business. She took care of my bank account—I’m poor!

But if you ask me what does it take? It takes the right people together. And I would say it is especially difficult for a woman, of course. It is especially difficult for a woman. And we know some wonderful ones who didn’t continue once they got married. And sometimes their husbands said that would be all right; and then, as soon as they were married, they felt, no, that is not a wife’s work. It became a battle, and in most cases the woman gave up. So it is a problem because, to be successful, doesn’t mean that you don’t have any problems. You have plenty of problems being successful. But I tell you, they beat the problems when you are not successful.

A.M.: Mr. Pressler, I was your student thirty-eight years ago. I am absolutely in awe sitting here. My name is Nancy Munday. I’ve never felt I deserved being your student. It’s just amazing, and I’m thinking how, anywhere you go, there has to be a student in the audience after all these years. Anywhere you go, anywhere you perform, you’re followed by a wonderful family. Thank you so much.

M.P.: It’s absolutely true. Students are a wonderful family.

T.U.: I want you to know that, at the Institute, the Academy, we’ve started a new chapter; and because it’s so fresh, I didn’t dare ask you. But in front of these people, you have to promise one of these days to come back and teach chamber music. We started this year with a quartet, and we had a string player coaching a pianist. We want to continue this, and, hopefully, when you are touring less—which I don’t know if it’s possible, maybe if we catch you in between two concerts—you’ll promise me to come back. Most of all, we have a devil of a time to induce young artists to play chamber music; and I want to ask you, because all of these people here who are soaking your words up, to give us some guidance on the value. Maybe they would take it from you, of the incredible benefit as a soloist of playing chamber music.

M.P.: You know that everyone that you can think of—if it was Cortot, he had a trio; if it was Schnabel, he had a trio; if it was Horowitz, he played trios; Rubinstein, made recordings of trio with piano. To play chamber music is, in a sense, a must for any soloist, for any artist. I think it’s a must; and all the great schools demand it, whether it’s New York, Philadelphia, Indiana, Paris, or Berlin. They all demand chamber music, and it is needed. First of all, they find out that inspiration is a big important point that they don’t really know what that is. A few do, but most of them don’t. They think if you play clean, that is the inspiration. To find inspiration and get it through someone else and you give it back. I feel very strongly it’s a wonderful idea you have. And congratulations.

A.M.: Just one more question, Mr. Pressler. I had the joy of hearing you and your colleagues just a few weeks ago in California; and I have to tell you, I was sitting in the fifth row observing the three of you, trying to see some evidence of the fact that you were the motivator, the father whose wisdom they soak up. All I saw—I’m actually moved when I think of it—all I saw were three fellow servants serving that music, and the result was magnificent.

M.P.: That’s exactly what you should see. That’s what I hope you would see.

A.M.: And that’s what we all saw that night.

M.P.: Yes, three fellow musicians who are servants of Schubert. What else did we play that night?

A.M.: Schubert, Beethoven, and Shostakovich.

M.P.: Beethoven, Shostakovich and Schubert. Not bad.

A.M.: About practicing, Mr. Pressler, do you often come home and practice?

M.P.: You know that I do. You see, the first thing I said when I came was, “I have to practice because I’m going from here to a festival.” And they said, “Of course, you can go to the hall.” Bass Hall is right around the corner from the hotel. And then my host family picked me up, and I said, “I don’t understand why there is not a piano in my room.” And he said, “You will have one.” And not only do I have a piano; I have a small concert grand, a small baby grand. So now if you ask me if I can practice, I say, “Anytime, and I do it nearly all the time.” I was telling Tamás I was teaching in Italy three weeks ago at Lake Como where there is a famous pianists’ academy where many of the winners of competitions go to school there, and actually two students who are semi-finalists played for me there. Now I had to find a time to practice over there myself, so I got up and at 5:30 A.M. I go to practice. Now the director, he started to practice, too. That was a good example. No, I am a firm believer in practicing because the best ideas come when you practice.

A.M.: Can you speak to a possible problem? Something I see in young people where, in duos and trios, they seem to be subservient to the string players, and perhaps they’re being coached that way by string players sometimes, or perhaps they’re feeling as accompanists rather than collaborators. Can you give us some ammunition as teachers of chamber music so that we can address this problem?

M.P.: Now I will tell you, the thing is that the first condition is to have a balance, and in most cases the pianist plays too loud, in most cases. So automatically a string player will object, “This is much too loud.” And then the pianist becomes inhibited and plays too soft which [means], of course, the piece suffers. The string player may be happy, but the piece suffers. But unless you find the right way of balancing, and this is the first condition, that you hear a work in its entirety. The great chamber players play all the instruments the same.

The members of my Trio, they have to play the piano part, the violin part, the cello part. I have to play the violin, cello, and piano part to know which way it should sound. It is true, and that is what makes music absolutely so wonderful. There is no one way that is absolutely right, but one way that is absolutely right is that the balance is so that we hear it correctly.

Now the good pianist will do it. You know the famous story of David Oistrakh, when they came to play a violin sonata for him, and he said to the pianist, “Tell me. What happens when we put the violin on top of the piano?” She was thinking, and she said, “Nothing.” He says, “Ah, and what happens when we put the piano on top of the violin?” (Laughter.) So that is the danger. That is the difficulty. You have to be able to get it right so that they hear it right. And that’s where I’m very grateful to Guilet, because he insisted. He never wanted the piano to be soft, but he wanted the right balance. And we played at that time with the piano always on the small stick until Bobby Mann of the Juilliard Quartet heard us and came backstage at the intermission and said, “Are you crazy? Open the piano! Pressler won’t smother you. Even if he wants to, he will never do it.” And I’ve never done it. I’ve defended my title as the softest pianist.
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Fig. 14.1. Publicity photo

T.U.: On that happy note, let us all join in wishing you many, many happy anniversaries.


Part Two
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THE MUSIC:
TRANSCRIPTS OF
LESSONS AND
MASTER CLASSES


FIFTEEN

JOHANN SEBASTIAN BACH

Bach appeals to that which we all need in living, which is a kind of order of things, whether an inner order or an outer one. Bach is on so many levels—the intellectual level—that you see how the voices are living with each other, next to each other, above each other, and somehow harmonize. Then when you hear his church music, his B minor Mass, or the Passions that he wrote, he becomes a religion in himself. You can be feeling, when you hear those Passions, that you are really communing with God. That’s Bach. And there is no composer who did not appreciate that. Everyone, whether that’s Beethoven or Mozart or Chopin, had to concern themselves at one point or another with Bach.

PARTITA NO. 2 IN C MINOR, S. 826

Each of the Partitas is a masterpiece in its own way, but this one is a favorite of audiences and performers because of the beauty and variety presented in the various movements. The grandeur of the Sinfonia is a wonderful way to open a recital and allows both performer and listener the opportunity to become accustomed to the sonority of the instrument. Too often the player approaches these pieces with too much emphasis on the top voice, without giving attention to all the voices. There must always be direction. Bach’s lines are always going somewhere. There are sequences. There must be clarity of form, and the rhythm must be exact.

Sinfonia


M. 1. The Grave must be grandiose, not small. The first chord must have a sense of leading somewhere, to the chord on beat 3, then up to the chord on beat 2 in measure 2. Then it resolves again in C minor on beat 3. Use the pedal to open up the sound.

M. 3. Why is it so soft? That’s so weak. It sounds like you’re suffering from tuberculosis!

M. 4. When you go to the F minor, you make it sentimental. You lose the grandeur that a Bach Grave should have. Now less on beat 2; it’s a single voice, but not slower. Beat 4, no accent on the G; go all the way to the C.

M. 6. It closes in the left hand on beat 3, but you are so loud in the right hand on the A[image: Image] -G that the second voice takes over because you play too right-handedly. Don’t stop the motion in beats 3 and 4; start less and then add. First it’s two voices, then three voices, four voices, and five voices.

M. 7. It’s grandiose coming to that G major; but with you, it’s heavy, slowpoke. The F[image: Image] goes to the G, and the A goes to the B with no ritardando. Your thirty-seconds are slow. Why is that? You must keep the same tempo all over.

M. 8. Andante, you have to feel the cadence to the first beat. Don’t play with the left foot down; it’s too soft. You’re thinking pianissimo; think piano. All is health. Nothing sick!

Mm. 8–9. This is two bars without a stop, one line. It doesn’t stop on bar 9. Each of these single left-hand notes has an intent, as if they are chords. He could have written all of these chords by name, [image: Image], IV, II, but he uses single words to tell you what the whole sentence is about.

M. 9. Why do you hit the B [beat 3]? Always separate the octaves [the Gs].

M. 10. To clarify the syncopation, I would like the note before the syncopation to have a dot [the C]. There’s no waiting within the bar; it’s continuous. And I would like more sensitivity when you go from the E[image: Image] to the E[image: Image]. Beat 2, it’s how you bring in the D[image: Image] and C. They make a circle; no false accents. And finish on the F.

M. 14. The D [beat 1] and the C [beat 2] are ornaments for the Fs.

M. 15. You don’t feel a cadence in the left hand.

M. 16. Your detached notes are too short; they sound too cute, not serious.

Mm. 16–17. Be aware of the E[image: Image] [beat 3] to the F [beat 1] to the D[image: Image] [beat 3].

M. 18. The left hand is not strong enough; you have to give the right hand something to hang on to. The E [left hand fourth note] is too loud when you come back to it.

M. 19. Beat 3 comes too soon. Be conscious of the cadence, not only in the right hand.

M. 21. Here you should hear the difference in the right hand between going down [E[image: Image] -D] and coming up.

M. 23. Not fast; resolve to the G [beat 3]. When the left-hand B[image: Image] comes, come a split-hair late, because we expect the B[image: Image]. There is a turn in the road that lets us go on.

Mm. 24–25. Each time you reach for the G, it’s a little more and a little more.

M. 26. We’ve had a C to a G, and a B[image: Image] to a C, and an A to a G, and a G to a G. But this one isn’t G to G; it’s an A[image: Image] [beat 1]. Isn’t that surprising? But you are not at all surprised; you play as if it’s going to a G. Play the A[image: Image] less; it’s a surprise.

M. 29. You have to lead us to that color note in the left hand [the C[image: Image]]. Why are you waiting?

Mm. 31–32. An oboe player could not play like that; their cheeks would fall off. Let it come down.

M. 33. You’re so loud; you play like a player piano.

Mm. 42–44. Less and less as the sequences descend. Hear it winding down.

M. 46. That low D, there is new energy. You can’t jump much more than an octave, but the theme is in the right hand.

M. 50. Follow the left hand line to the downbeat, B[image: Image] -C-D-E[image: Image].

M. 64. No, finish it [on the downbeat]. Again you play like the player piano. You are like a marionette that can only go 1-2-3, 1-2-3, 1-2-3.

Mm. 68–69. Less and less as the lines descend.

M. 70. Be sensitive. Now it goes up; he turns it around.

M. 71. Now the left hand has the theme.

M. 74. The left hand finishes on beat 2 and the right hand begins. You don’t finish, and then you go on with the same loudness and the same speed. It’s off to the races again.

Mm. 77–78. The trill closes on the downbeat, then you have time to breathe. And start in piano.

M. 80. Not weak.

M. 84. It finishes loud [on the downbeat], then it starts.

M. 87. That finishes [on beat 2]; it’s like an ornament.

M. 90. Not much ritardando. And since you already have the C, you don’t need to start the trill on the C.




Allemande

M. 1. Remember this is a dance, so the left hand starts with a dance step.

M. 2. Hold back on the cadence [beat 3].

M. 5. Why does it stop? No, it doesn’t start new in the left hand on beat 3.

M. 6. But finish! [on beat 4].

Mm. 9–10. Make it a line; it grows. Hold all the sequences together.

M. 16. Broaden only on the dominant chord; he’s taking a bow.

M. 17. The left hand has no expression. It’s too loud when the right hand comes in [beat 4], because it never changes in dynamics.

M. 22. Let me hear it cadence in the left hand [beat 3].

M. 26. Finish. Bring out the left hand [beat 3].

M. 27. The right hand is too loud; it’s killing everybody in sight!

M. 31. The trill finishes on the G [beat 3].

M. 32. The left hand finishes.



Courante

When you practice something like this, it must take on a quality. What you do is you practice the notes, and so you get the notes, more or less. But it doesn’t make any sense to you, and you certainly don’t make much sense to anyone else. It’s one note after the other, and there’s no phrasing. You know that this is a dance, so it must have phrasing. It would be beneficial to play the left hand alone, just the single notes, until they make some sense to you, until it’s like a picture for you. Before you play something like this, it must be clear. It must say something.


M. 2. Come down from the C to the G [left hand]. The scale has to start on a lower level and then take us all the way up to the A[image: Image].

M. 3. The fingers are like little hammers. Match how the right hand played the scale.

Mm. 4–6. Practice the lower two parts with two hands so we hear the independent lines.

M. 12. Personally, I would not repeat the right hand G [beat 3].

M. 24. And likewise, I would not repeat the C at the end. And do a bow; it’s a dance, yes?



Sarabande

You have to find many ways to express the mood, many colors. Every note is in relation to all the others.


M. 2. Relate the line to m. 1.

M. 4. Finish on the G.

M. 5. The left hand goes up, then it falls.

M. 6. Now it’s less.

M. 10. Everything should bring you to that B[image: Image] [right hand].

M. 12. Finish it [on beat 3], but not with a ritardando. You have to play it in such a way that you anticipate the B[image: Image].

M. 14. It doesn’t stop on the A; it goes to the C [right hand, beat 2].

M. 15. Don’t hit the A[image: Image]. It’s part of the line.

M. 16. And finish [on beat 3].

M. 23. Don’t accent the right hand two-note figures; make a line.



Rondeaux

There’s a joy and pain in there. It connects; it doesn’t stop.


M. 8. Play the scale as if it’s in one hand.

M. 16. Finish on the C.

M. 24. That’s a finish on the F.

Mm. 26–29. Hear the cadences.

Mm. 26–32. It must sound natural, like you are singing it.

Mm. 31–32. Come down [decrescendo] from the G.

M. 32. The last G is too short.

M. 48. Finish there on the C. The first three left-hand notes belong to the finish; the other notes begin the next phrase.

M. 65. It finishes in the left hand [on the E[image: Image]]. Then don’t accelerando in the right hand.

M. 72. Don’t bring out the B [downbeat]. By itself, it doesn’t mean a thing.

M. 81. The E[image: Image] is new; it’s different from the C [m. 80].

M. 88. The way you play that F[image: Image], it’s like you’ve been stung by a bee. It’s ending. Come down from the D [m. 86].

M. 89. No bump on the G [left hand downbeat].

M. 111. All the time, he gives you a long note on the downbeat, but this time he gives you two notes. Let us hear the difference.




Capriccio

M. 4. That C is an ending [tenor line].

M. 5. Nine out of ten people would play G minor just the same as C minor. I want to hear G minor, so bring the top part down so we can hear the tune.

M. 8. Finish on the downbeat.

M. 2. Finish it there.

M. 32. You play the C so loudly we can’t hear the G [beat 2]. The G is the theme.

M. 40. The top line is too loud. The C has to ring [beat 2].

M. 50. No, the lower voice is too loud. Sustain the C.

M. 58. The first one goes up to a C [m. 56]; the second one goes to a B[image: Image] [m. 58]. But you play them the same way.

M. 60. Play the left hand D-G short-long. Then in mm. 61–62, you have it in the right hand.

M. 64. I would suggest you don’t play those thirds legato.

M. 65. The first one goes to G and resolves. The second one goes to F [m. 67] and resolves.

M. 69. I wouldn’t play the eighth notes so short. It takes away from the first voice.

M. 70. That F[image: Image] is an ending [alto part].

M. 71. That B[image: Image] is so loud; you play it like a player piano.

M. 72. The primary line is in the middle [B[image: Image] -G-C-A], and they’re always short. When you play that A-F[image: Image] -G that loudly up on top, you can forget any other voice. You can play “America the Beautiful,” you can play anything you want, because we don’t hear anything else but A-F[image: Image] -G.

M. 73. Now the top voice has the tune [G-E[image: Image]]. Then it’s in the middle voice [C-F[image: Image] in mm. 73–74].

M. 76. Make a crescendo going to G [downbeat].

Mm. 89–90. The E[image: Image] -C [middle part] answers the C-G [top part].

M. 95. Put your left hand 5 on the C to bring out that line, and feel the Gs bringing you to the C.




SIXTEEN

BÉLA BARTÓK
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Fig. 16.1. Out of Doors

Béla Bartók created a signature in his writing which is clear to all of us. You cannot help but recognize Bartók immediately, because his face in his music is very clear. Who liked Bartók at the time? The quartets you couldn’t give away; but today you put Bartók on a program, and it’s one of the things people love. The Sonata, the Rumanian Folk Dances, the Out of Doors, these are all popular pieces because they are colorful, innovative even today, and appeal to our basic need for excitement and drama. Here is a composer who understands structure and knows how to write music to fit the hands.

Out of Doors gives us five character pieces, with the bass clusters representing drums, swirling figures in multimeters, reminding us of the gondola moving through the water, bagpipe effects in ‘Musettes,’ mysterious night sounds, and a perpetual motion race to the finish. Sometimes people say they want to hear more melody, but to me there’s melody everywhere in these pieces. The challenge is to take pieces with such obvious primitive elements and present the subtlety, the simple charm, and beauty.

OUT OF DOORS


No. 1 with Drums and Pipes

Mm. 1–5. Start heavy and slightly slower until the melody enters.

Mm. 2–3. Make these off-beat drums meaningful.

Mm. 5–6. Not so loud; these Es introduce the melody.

M. 7. The melody begins. Keep it non-legato.

M. 11. Lead with a crescendo to the sforzando.

M. 13. Softer Es again.

M. 19. Lead again to the sforzando with a crescendo.

Mm. 25–30. Still non-legato until the legato in m. 31.

Mm. 26–29. Maintain the two- and three-note groupings of the right hand, not necessarily coinciding with the left hand.

M. 41. Hear the two parts within the left hand.

M. 63. Play a heavier left hand into the sforzando.

M. 67. The sforzando is an ending; take time before beginning again.

Mm. 77–80. Steady.

Mm. 86–88. Keep the tempo steady. Don’t be influenced by the off-beats in the left hand.

M. 105. The eighth-note rest means one more time.

M. 105–106. Lead upward to the B[image: Image].

M. 109. The two-note groupings give you a G-G-F[image: Image] melody.

No. 2 Barcarolla

M. 1. Hear the waves. Inflect the line.

M. 11. Still waves. The sixteenth notes are pizzicato, shorter and passive.

M. 32. Cantando. A higher level when the theme is presented in octaves.

Mm. 49–61. These continue to be waves. Lead to each sforzando.

M. 62. Agitato is not molto accelerando. Just push and continue to sing.

Mm. 71–74. Listen to the falling fifths in the right hand.

Mm. 83–85. Transfer the line smoothly from hand to hand.

Mm. 111–114. The C[image: Image] s are still passive and short. Pull the final one to elongate just a bit.

M. 112. Pull back before the G of m. 113.

No. 3 Musettes

M. 1. This represent bagpipes. Swing to the A each time.

M. 8. Not so measured. The wrists move in to begin the trills and out with the rest.

M. 36. The two-note slurs are the bagpipes.

M. 41. The bagpipes continue the left hand with a free melody.

M. 47. Delay the sforzando.

M. 53. Aim with the thumb to play the right-hand octave.

M. 60. A new melody starts. Dance with it four times.

M. 81. Start. Crescendo to a forte.

M. 87. A new idea.

M. 116. As if the C interrupts.

Mm. 125–126. Connect the thirty-second notes to the C in m. 126. Take the Cs with sostenuto pedal.

Mm. 127–128. Not so loud on the octave melody.

No. 4 Musiques Nocturnes

Hear three staves, Debussy-like. Hear the difference between the G, A[image: Image], F[image: Image]. Color the changes of register.

Mm. 7–15. The sforzando of each group is important, like a bouncing ball. One impulse.

M. 17. Starts a long-line melody. Not fast.

M. 38. It’s a flute melody, far away in the night.

M. 49. Softer than before.



No. 5 The Chase

This movement builds to a giant climax to end the whole suite. Therefore, the other movements are not so loud. Save the real strength until the last statement.


M. 4. Play the last chord louder with pedal.

M. 5. Play the right hand non-legato.

M. 8. Starting from this point, sweep the left hand to emphasize the Es. Not notey groups.

M. 14. Drop back in dynamics to begin the melody.

M. 43. Touch the pedal to each chord.

M. 51. Roar!




SEVENTEEN

LUDWIG VAN BEETHOVEN

[image: Image]

Fig. 17.1. Concerto No. 5 in E-flat major, Op. 73, Emperor

Beethoven is the Bible. That is the first thing you think of when you say Beethoven. I mean, the greatness of that music is overwhelming. You play it, and at no time should you not be aware that, to live up to the piece, takes all you’ve got and more, so that you actually can never live up to the piece. It is enormously difficult physically. It is difficult emotionally, it’s difficult intellectually, and it is difficult stamina-wise. Beethoven mirrors the universe, to my feeling. He always speaks for us, to us. He always addresses the world. It is beautiful to be able to say that you have devoted your life to his music because the only one who gets richer from it is not Beethoven, but you. And there is something very, very magnificent about that one man who had that many variations of emotions, his coarseness and depth and virtuosity. There is no one else who had that breadth of emotion, from the most esoteric, from the most philosophical, to the most vulgar. He has it all, and he is as human and as divine as a man can ever be. He is made in the image of God, yes?

When we see all thirty-two sonatas, we see that he was looking and going further and further, and you have him grappling, fighting to find answers. He elevated himself continuously, and that is not an easy thing to do. We know that if we have anything we would like to do, if it is a bigger challenge than what happened yesterday, we try to postpone it. And we think, “No, maybe next week we’ll try for that.” And then we forget about it, and after a month we say, “You know, I intended to do that. I always wanted to do that.” But he went through this struggle, which in a way becomes more meaningful to all of us as we see what life does to us. And we look at his music and it is such a mirror of everything that has ever happened to any of us that we can all identify with this music.

Look at how Beethoven kept the discipline of form. Yes, he breaks it, but he creates a new form and the form is still there. There’s an exposition. There’s still a development. There’s still a reprise. In every sonata, he does it in a somewhat different way, yes? The first sonata is very catholic, very exact. Then more and more the great master and the dreamer and the phenomenal philosopher in music found that dream. Other composers found other freedoms, but not of that sublime order from Op. 1 to Op. 111 or Op. 121.

What you have to do is to sensitize yourself so that your emotions are up to what Beethoven is asking for. Very often the mistake is made that people play that piece and they think that, by playing the piece, they have the emotions. But what they do is just read the notes and repeat them.


ON GETTING BETTER (ON HEARING DAME MYRA HESS)

STUDENT: I have one question about something you said the first day [of the masterclass]. You said that, as we get better in some ways, we get worse in other ways, and I wondered if you would say more about that.

PRESSLER: Let me say, to get better means we hear more. To get better means we feel more. To get better means we are less concerned with ourselves. We become more and more the messenger. The really great artist is the messenger. He brings the message of the composer as he sees it, and he delivers it to us and he enriches our lives by that. What we do when we are young is, we play the piece and we say, “Look at me. Who plays the octaves like me? Who plays as loud as I can? Who plays as soft as I can?” But there is something to that, because that has a daring in it which is wonderful to keep. Now when we get older, when we know more of the danger, we don’t dare so much. We take it a little easier when it comes to daring. We do feel more deeply and we hope we give the message more clearly, but we don’t dare as much. Or we’re blind and we dare so much that everything gets lost, and that happens to us, too. So when we get older, I would say surely the body is not as elastic as it was.

But I remember one of the greatest evenings that I’ve ever heard a Beethoven program [was] when it was played by Myra Hess in Indianapolis. She was quite old. This was very soon before she retired. When she retired, she had that terrible arthritis. She couldn’t play at all, not even for herself a few notes.

On that night she played the most magnificent Beethoven program. I had just come back from tour, and my students said, “Couldn’t we go and hear her?” And so I said, “Okay, let’s fill the car and let’s drive there.” She had the music in front of her, and she started with the Op. 34 Variations. And then she played the D-major Sonata with the wonderful Adagio. And then she played the Op. 110–Intermission-the Appassionata, and it got better and better and more wonderful and deeper. And in the Appassionata, she had, in a way, more strength than the best Appassionata that I ever heard, which was Richter when he lost complete control at the end. He got so fast, he couldn’t play any notes. He played so fast the fire came out of his head and not out of his hands. But she had all that fire and everything was there. That was remarkable because you wouldn’t expect an older woman to be like that. So I saw what her strength was, not by the force of her hands, but her strength was the depth of her feelings and her passion for the music. And so, that’s what I think we can get better at.

What I’m afraid of is that we won’t play as well Rachmaninoff and the Don Juan by Liszt [when we are older]. We will still have to go through it–every fine pianist at one point in his career has to start with those pieces–because they give you, how shall I say it, the money to pay for your livelihood. I remember myself coming to my teacher and I said, “What is the most difficult piece for the piano?” And he [Rudiakov] said, “Balakirev, Islamey.” I said, “I will play that for my first recital!” And I did. And I worked, and I worked, and I worked, and I worked–many hours.

Today, I love to listen to Islamey when it is well played; but ask me if I would want to play that or play a Beethoven sonata, and I would rather play a Beethoven sonata. It is also because I wouldn’t play it as well as I did then.



They have neither digested them nor i nternalized them. But for those who can hear, his music is very, very meaningful.

CONCERTO NO. 5 IN E-FLAT MAJOR, op. 73, EMPEROR


Mvt. 1. Allegro

M. 2. Pedal before playing the first note. Relate the recurring E[image: Image] -G motive [the seventh and eighth notes]. Play with more intensity as you reach the top. Then climb down from B[image: Image] to G, etc. Take extra time before the trill. Swell the trill. Then crescendo again.

M. 4. Crescendo to the last C. Then crescendo each four-note group. The last two eighth notes move to the downbeat of m. 5.

M. 6. Start slower and in mezzo forte. Voice the left-hand B[image: Image] as it begins. Crescendo to the top and push faster.

M. 9. Broaden before the trill. More intensity at the top. Show the top C-B[image: Image]. In playing the descending scale, feel the pulse so as to decrescendo organically. Slur the B[image: Image] -A to the A[image: Image]7 chord. Play the octave B[image: Image] with the left hand.

M. 107. The right hand can help by playing the first four notes of the scale.

M. 108. Lean into the F[image: Image] downbeat.

M. 109. Begin the trill on F.

M. 115. After the downbeat, begin a phrase. Be careful with pedal.

M. 121. Hear the F-G-A[image: Image] -B[image: Image] line.

M. 125. Continue the crescendo all the way to the top.

M. 134. Color that first F[image: Image].

Mm. 136–138. Hear the G[image: Image]s in different registers. Feel the G[image: Image]s; don’t just play them.

M. 140. Hear the two-note slurs

Mm. 146–148. Sforzando two times per bar, not four.

M. 149. The sforzandi represent intensity.

M. 150. Start.

M. 151. Color the B minor.

M. 154. The A major is transparent.

M. 157. Decrease to the downbeat of m. 158.

M. 158. Crescendo as the scale ascends.

M. 159. A release of the confinement of the previous section.

M. 176. Decrescendo as the arpeggio descends.

M. 182. Don’t rush. Touch the pedal to each low note.

M. 183. Crescendo during the fourth beat.

M. 184. Crescendo to the sforzando. Crescendo the left hand during the last beat.

M. 187. Use the wrist in the left hand on each beat along with the orchestra.

M. 195. Start.

M. 196. The left hand should use the wrist on the fourth quarter.

Mm. 199–200. Start mezzo forte. Then inflect downward.

M. 201. Play only mezzo piano.

M. 206. Use the last two beats to get to m. 207.

M. 208. Lean on the low E[image: Image].

Mm. 209–210. No crescendo.

M. 211. Start piano.

M. 225. Start. Con pedal.

M. 226. Use the arm on the right-hand C[image: Image].

M. 264. Start the scale without an accent.

Mm. 266, 270, 274. Hear the trills moving from G to B[image: Image] to C.

Mm. 268–269. Descend and then climb back up.

M. 280. The right hand plays the last sixteenth note.

M. 292. Pedal two times per measures. It’s not an exercise. Show the skeleton.

Mm. 306, 308–310. Use full body on the chords.

M. 313. Crescendo to the sforzando.

M. 332. Play legato from the F[image: Image] -F[image: Image] to the G of m. 333. Make it melodic.

M. 336. The left hand continues the even triplets.

M. 340. Play more trill notes.

Mm. 348–349. Change the slurring to begin with each accented note.

M. 351. Lean on the D, then on the F [m. 353], then the A[image: Image] [m. 354].

M. 371. Play with pedal in the higher register. After the trill, reach out as you climb to the high C, and then lean on it. Accent the low B[image: Image] and pulse the scale to help the orchestra reenter.

M. 380. Play very close to the key. Hear the beginning D.

M. 381. A nachschlag [F-G] after the G trill.

M. 382. Drill the left hand for evenness.

M. 384. Echo.

M. 388. Begin increasing the intensity.

M. 407. Phrase the last four sixteenth notes into m. 408.

M. 433. Decrescendo as the line descends.

M. 438. Pedal changes on each low note.

M. 455. Lean into that right-hand B[image: Image].

M. 467. Take full time on the last beat.

M. 482. Take time to begin the scale. The left hand also crescendos.

M. 483. Con pedal.

M. 490. Crescendo to the top and play the top note with an accent.

M. 499. Start.

M. 501. Push forward.

M. 502. Crescendo to an accent on the downbeat of m. 503.

Mm. 515–516. Let us hear the A[image: Image], A[image: Image], and G[image: Image].

M. 525. Decrescendo to the bottom of the scale.

M. 560. The D [downbeat] leads to the last E[image: Image].

M. 568. Decrescendo to m. 569. Then poco a poco crescendo.



Mvt. 2. Adagio un poco moto


M. 16. Play the grace note on the beat. Phrase the right hand, not single notes.

M. 19. Use the last beat to reach the D[image: Image], then decrescendo and slur to m. 20.

M. 20. The D[image: Image] has a double function as the end of one phrase and the beginning of the next.

M. 22. Play the turn on the beat.

M. 23. Play both the sixteenths and the triplets evenly, and crescendo all the way to the G[image: Image] of m. 24.

M. 24. The fourth beat moves slower to the G[image: Image] of m. 25. Then ease up, coming away from it.

Mm. 32–33. Each three-beat gesture opens and closes in one breath. Don’t segment.

Mm. 35–36. A cadenza, play grandioso. Use arm weight. Play closer to the keys in the left hand than in the right hand. Push to the top, then play rich sixths at the bottom.

Mm. 37–38. Hear different Gs as the passage diminishes. Broaden before the trills of m. 39.

M. 38. The left-hand chords answer the trill note.

M. 44. You reach ecstasy on this F[image: Image]. Then crescendo to the G[image: Image] and play it richly with arm weight.

Mm. 45–47. The orchestration becomes increasingly thicker.

M. 48. Take time with the thirds.

Mm. 49–52. One continuous phrase.

Mm. 54–56. Spin a line all the way over the top.

M. 60. Hear the melody and always relate to it.

M. 64. Swell the measure.

Mm. 76–78. Climb down using the lower note of each beat.

Mm. 81–82. Keep it in a cocoon. Diminuendo, if anything.

Mvt. 3. Rondo: Allegro ma non troppo

M. 1. Play a clear triplet in the left hand. Practice the slurrings of the right hand.

M. 3. Release each chord. The rests are important.

M. 4. Release the third to play the trill. Let the trill’s diminuendo close the phrase.

M. 9. Piano. The right hand reacts to the left hand.

M. 14. No pause into the D, and end only mezzo forte. It’s continuous into

the orchestra’s entrance.

Mm. 42–44. Follow the melodic notes of the scale [E[image: Image] - G-B[image: Image] - E[image: Image]]. Crescendo as the line ascends.

Mm. 47–48. Con pedal. Swell a little into the C before coming down.

Have steel fingers getting into the new theme.

M. 49. Singing, but not hard. Don’t beat time. Play at least two-measure phrases.

M. 69. A huge crescendo with an accent on the top Gs.

M. 70. Make a line [C-D-E[image: Image]] to the downbeat of m. 71.

M. 72. The left-hand sixteenth notes are playful.

M. 78. Begins two-measure swells according to the chord progression.

Mm. 86–91. Huge sonority. Use pedal.

M. 94. Contrast the forte to the piano.

M. 111. The left hand can play the last two notes of the measure.

Mm. 112–114. A non-legato scale. Relate the motives [A[image: Image] -F-A[image: Image], B[image: Image] - G-B[image: Image], C-A[image: Image] -C].

M. 119. Crescendo into m. 120.

Mm. 128–137. Maintain the meter. Don’t emphasize the pattern of the notes. Con pedal.

M. 137. Depress the pedal before beginning in the new key.

Mm. 147, 153. Crescendo to the top.

M. 154. Fortissimo.

M. 162. The new A[image: Image] key is magic. Use a new approach to the key.

Mm. 165–172. It’s contained. Feel the swells, but not hard.

M. 172. Use the last beat to get to the A[image: Image] of m. 173.

M. 176. Decrescendo into the A[image: Image].

Mm. 191–198. Yodel, but pianissimo.

M. 201. Push to the sforzando of m. 202.

Mm. 244–245. Have inflection within the scale. Bring it down and back up.

Mm. 305, 307. Hear the top note.

M. 386. Start piano.

Mm. 403–404. Speak with both the left hand and the right hand.

Mm. 406–407. Crescendo through these two measures.




DID YOU KNOW BEETHOVEN?

STUDENT: Did you know Beethoven?

PRESSLER: I have his cellular telephone number! The only thing is, from here, from Adamant, there is no connection!

STUDENT: Can you give us some advice on how structurally to organize this kind of style-slow-fast-slow-fast [Op. 110, mvt 3]?

PRESSLER: In a sense it’s very easy. I mean, writing a fugue after the slow movement, everything is easy, form-wise, because he forces you into a form. You cannot do anything with a fugue; you must follow it. That is why, in principle, most people don’t play a Bach fugue badly. It’s like a corset. There are only very few who play it really well so that it is the masterwork it is, but generally speaking, for me sitting in Brussels and listening to the young pianists playing Preludes and Fugues of Bach, nobody plays badly and nobody plays well. Because when you follow it [the form], you get from Burlington to Adamant; you can’t miss. But that you see the beauties on the road, you know, for that you have to have open eyes and so, a special gift for it.

But you don’t have to organize in this part. It is really organized for you. What you do have to do is, you do have to sensitize yourself so that the emotions are up to what Beethoven is asking for. Very often the mistake is made that people play that piece and they think that, by playing the piece, they have the emotions. But what they do is, they just read the notes and repeat them. They have neither digested them nor internalized them. So that when you do hear someone play the late Beethoven sonatas wonderfully, that even today when we hear the slow movement played by a Schnabel, you are stunned. How could he dig so deeply into that music? Nobody knows how, but he did. And of course, for the ones that can hear, that is very, very meaningful.




Mm. 419–422. Crescendo to the sforzandi. Con pedal.

M. 424. Crescendo.

M. 425. Use thumbs for full sonority.



SONATA, OP. 81A, LES ADIEUX


Mvt. 1. Das Lebewohl (Les adieux): Adagio/Allegro

M. 1. The Introduction begins with a definite entrance of two horns. The melody must decrescendo to the E[image: Image] of m. 2.

M. 2. Surprise us with C minor. Start the new phrase by taking over the same level of the E f’s decay. Play exact thirty-second notes.

M. 4. Close the phrase without ritard. Then imitate in the higher register. Think bright.

M. 5. Phrase to the second beat without ritard. “In time” can be just as expressive.

M. 6. Hear the left-hand D moving to the D[image: Image] of m. 7.

M. 10. Glide down from E[image: Image] to D.

M. 11. Play the E[image: Image] minor chord a little late with an agogic accent.

M. 16. Decrescendo the two chords.

M. 17. Play the chord with arm. Energy. Then start a new phrase.

Mm. 17–18. The arm goes up on the second eighth and down on the quarter.

Mm. 17–20. Work on the legato thirds.

M. 19. The sforzando is the climax of the phrase. End the phrase on the D octave. Then begin again.

M. 20. Right hand: work both the thumb line and the top fingers.

M. 22. Sustain. The dotted half note must sound longer than the previous quarter notes.

Mm. 21–25. The left hand must flow, especially during the long melody notes.

M. 24. Decrescendo. Color the C[image: Image]. Contrast this phrase with the next one. Work the legato.

M. 26. Suffer.

Mm. 27–29. The phrase is G-E[image: Image] -F-C-E[image: Image] -D.

M. 30. Legato thirds.

M. 31. Enjoy the changing registers. Decrescendo to prepare for the

crescendo. M. 32. Start on the F[image: Image].

M. 33. Start the crescendo with the fourth eighth note where the hand position is set.

M. 34. Arm chords.

Mm. 35–38. “Le-be-wohl, le-be-wohl.”

M. 35. Pain.

Mm. 36, 38. Play even trills. Orchestrate. Hear the difference between the G[image: Image] and the G[image: Image].

M. 38. Sing.

Mm. 39–44. Follow the melodic and harmonic outlines.

Mm. 47–48. Close each phrase.

Mm. 48–49. Tenuto marks over G-F-E[image: Image]. Reach a peak.

M. 50. Lean into the left-hand C[image: Image] -E[image: Image]. Relate this to m. 51.

M. 51. The left hand should resolve the G[image: Image] to the F.

Mm. 52–53. Melody projection. In octaves.

M. 58. Hear even eighths from the right hand to the left hand.

M. 59. Not such a crescendo.

M. 62. Subito piano. Even right hand to left hand. Hear right-hand D-C- B[image: Image], followed by left-hand D-C-B[image: Image].

Mm. 63–64. Speak the line. Legato. Hear the register changes.

Mm. 65–69. Horns again.

M. 70. Follow the left-hand line.

M. 72. A breath after this measure, but relate the fourth-beat chord to the next measure—it’s not Schoenberg.

M. 73. The F goes all the way to the E[image: Image] of m. 75.

M. 75. The right hand is a woodwinds entrance. Be definite; lean into the chord with emphasis on the E[image: Image]. This is a sliding motion, but stationary on the keys rather than a percussive striking. The left hand should move toward the thumb. Not loud.

Mm. 75–76. Decrescendo the E[image: Image] to the D[image: Image]. Both hands coordinate the release with an up motion.

Mm. 79, 83. Relate the chords with the common As. Lean into the chords with sonority below.

M. 80. Descend from C to C[image: Image]. No crescendo.

M. 87. Surprise.

M. 88. Still piano.

M. 94. A breath after this measure.

Mm. 95–108. Find a form. Try four-measure phrases.

M. 113. No crescendo.

M. 123. Decrescendo.

M. 134. Stretch from the B[image: Image] to the C[image: Image] of m. 135.

M. 149. Decrescendo.

M. 150. No gross crescendo.

M. 158. The coda begins.

M. 161. No crescendo.

M. 170. Legato octaves.

M. 173. Decrescendo.

M. 180. A breath after this measure.

Mm. 181–191. Decrescendo each three-note figure.

M. 197. Sing the left-hand legato line. Follow the shape up to A f, then down to E f, a smooth arpeggio.

M. 201. The right hand must still be heard as the left hand was before [m. 197].

M. 222. Broaden. Ask a question.

M. 223. The same tempo.

Mm. 235–238. Smooth from top to bottom.

M. 238. Legato.

M. 239. Rustic.

M. 247. A special triplet. The whole line is a dream.

M. 251. Go to heaven!

Mm 254–255. Full chords, and out.



Mvt. 2. Abwesenheit (L’ absence): Andante espressivo

Prepare the hands for a gentle descent into the keys. Be aware of the hands’ weight throughout this movement.


M. 1. Hear the left hand as an echo to the right hand.

M. 2. Play differently than m. 1.

M. 9. Reach up to the B[image: Image].

M. 11. Start the sforzando as mezzo forte and then increase.

M. 12. Play eight-note groups over the bar line.

M. 13. No accents. A smooth line. Let the last note of each group bind to the next.

M. 14. Sensitive last beat.

M. 15. The call.

M. 16. Play the trill as indicated [as thirty-second notes]. Not fast.

Mm. 19–20. Play the left hand full as if octaves with some easing to the fourth beat.

M. 31. Piano.

M. 39. Less E[image: Image] than in m. 1.

Mm. 41–42. Decrescendo as each hand climbs upward.

Mvt. 3. Das Wiedersehn (Le retour): Vivacissimamente

Mm. 1–4. Begin with an explosive chord. Then begin mezzo forte. Crescendo through m. 4. Loosen the arm. Use the wrist.

M. 5. Forte. Then m. 6 is mezzo forte, m. 7 is mezzo piano, m. 8 is piano. Then play subito forte.

M. 10. Crescendo as the scale ascends.

M. 11. A tempo, repose. Two-mea ture phrases. Don’t emphasize the triplet.

M. 16. Finish.

Mm. 17–22. Long lines here, too. Do not push the right hand.

M. 28. Pull back; prepare for the fortissimo.

M. 29. Move forward.

Mm. 45–48. Shape the phrase.

Mm. 49–52. Again, shape the phrase.

M. 59. Whistle over the top.

M. 61. Left hand not jerky. More pedal sound. Light trill in the right hand.

M. 68. Clear even right-hand chords.

M. 77. Save to lead to a fortissimo. This is No. 1.

M. 78. This is No. 2. Crescendo through m. 79.

M. 79. This is No. 3.

M. 82. Rhythm, rhythm, rhythm.

M. 84. Lyric.

M. 99. Descend to a piano to start m. 100.

Mm. 104–108. Hear the decrescendo from G major to C major to A[image: Image] major. Much pedal. Remember the sound of the theme.

M. 107. Resolve the E[image: Image] to the E[image: Image].

Mm. 110–111. Be sure the hands are exactly together.

M. 163. Clear left hand.

Mm. 172, 173, 174. Crescendo.

Mm. 175–176. One pedal, but begin clearing the pedal during the sforzando.

M. 176. The poco andante, it says, “I forgot to tell you what it’s really about!” Don’t punctuate so much. Too many pauses. Hold it together.

Mm. 178–181. Crescendo from E[image: Image] major through F minor to G minor; then decrease to E[image: Image] major.

Mm. 181–183. One voice, then two voices to four voices.

M. 185. A variation.

M. 189. A variation.

M. 192. Pull back. Decrescendo.

Mm. 193–195. Push forward to the top and then play the chords in time.




EIGHTEEN

JOHANNES BRAHMS

[image: Image]

Fig. 18.1. Piano Sonata in F-sharp minor, Op. 2, from Piano Works In Two Volumes by Johannes Brahms, Edited by E. V. Sauer

Brahms, actually, is our language today. I would say he’s the most popular composer in that sense. And that which he himself felt as a weakness—not being as varied and as profound as Beethoven—to us doesn’t mean anything. To us, he is very profound, he is very varied. And so we play his works, and each time we feel absolutely fulfilled, and it doesn’t matter if it is a symphony or his piano concerto or an intermezzo, quintet, quartet, trio, sonata. He has been one of the great ones, yes? His lyricism, the variety of his harmony, the form are all sublime. Of course, he couldn’t compare himself to Beethoven. And why should he? And why would we? I mean, Beethoven, Mozart, Bach, they are incomparable, and Brahms is incomparable.

 


PERFORMING BRAHMS’ CONCERTO NO. 2 IN B-FLAT MAJOR

Let me tell you how that is performed. I have heard many, very good performances, many excellent performances. I was talking about the performance of Mr. Serkin, who was playing in New York with the Philharmonic, and it was one of those performances when you feel that it could have been created just at that moment. And he was playing it like Parsifal; he was defending the Holy Grail. And he was hearing Brahms the way it should be, and it was so wonderful to see him when he played those octaves. He was so wild that his cufflinks were hitting the keys and [one] heard people laughing, but not me.

To me the performance was absolutely unforgettable because he expressed all that is in that music, where a young composer takes on the whole world. And it’s wonderful that we know that Brahms played the first performance. When you play in Leipzig at the Gewandhaus, . . . you take that terrible walk to the stage, and you see the picture of the program, Brahms premiering his Concerto in Leipzig with the Gewandhaus Orchestra. It was not a success. It was absolutely a disaster. The public didn’t like it, and the critics were horrifyingly bad. And even Clara [Schumann] said to him, “You’ve got to change it.” And you know, he didn’t change one note, although he always listened when he couldn’t play anymore, and they tried to honor him. He played both concerti in Leipzig. He said, “Oh, I played terrible.” He probably did, because he didn’t practice. But he played both and it was a big success. So perseverance counts for something.



SONATA IN F-SHARP MINOR, OF. 2


Mvt. 1. Allegro non troppo, ma energico

M. 1. Roll the left hand, but play the right hand as a solid chord with a strong accent. Crescendo to the last octave, while leading with the thumbs.

M. 2. Play the chord the same as in m. 1.

M. 3. Play the chord with a sforzando. Use two or three changes to clear the pedal.

Mm. 4–6. Climb up melodically C[image: Image] -D-E[image: Image] -G[image: Image] -D-E[image: Image], etc.

Mm. 6–7. Broaden and emphasize the last D. Begin the octaves less.

M. 8. A very big crescendo at the end of the measure. And broaden into the downbeat. Hear the A-G[image: Image] going to the F[image: Image] of m. 9.

M. 9. Have a clear pedal on beat 3.

M. 11. Start again after beat 3. Phrase toward each beat.

M. 15. Hear the chord decaying and resolving to the F[image: Image] in m. 16.

M. 30. Use the last right-hand note of each measure to measure the leap.

Mm. 38–39. Play as pizzicato notes.

M. 40. Arm octaves, then use the wrist into m. 41.

M. 42. The low E is important, and lean into the right-hand octave Bs.

M. 45. Emphasize the low G[image: Image].

M. 51. The left hand crescendos into the downbeat C[image: Image] of m. 52.

M. 60. Color the C[image: Image] in the left hand.

M. 62. A special color for the C major chord.

M. 69. This measure may push faster, but m. 70 is a tempo.

M. 73. Pull back after the downbeat. Then push forward as the line descends.

M. 77. Restart after the downbeat, then push downward to m. 79.

M. 82. Broaden into the sforzando of m. 83.

M. 83. A tempo.

M. 84. A contrast of dynamics, harmony, and length of line.

Mm. 93, 95. Hear the resolutions of the chords.

M. 99. Color the chord.

Mm. 101–102. Resolve the inner line [A-G[image: Image]].

M. 108. Tempo giusto.

M. 111. Broaden this measure [before the dolce].

Mm. 121–122. Drill the arpeggio leading to the Recapitulation.

M. 125. Continue the pedal until beat 2.

M. 128. A pedal change on each chord.

M. 153. Broaden to the E[image: Image].

M. 161. Either pedal each left-hand octave or use no pedal.

M. 162. Bring out the lower line.

M. 164. Continue bringing out the lower line. And color the C[image: Image].

M. 179. Begin with only one forte. Use the second finger to lead to the left-hand octave.

Mm. 182–184. Crescendo and push forward.

Mm. 184–185. Broaden; have a strong attack for each cadence chord.

Mm. 185–186. Push forward again.

Mm. 187–188. Broaden and accent each chord.

Mm. 193–194. Maintain an even tempo. No rushing.

Mm. 197–198. Diminuendo. Each chord is an “out.”




Mvt. 2. Andante con espressione

Mm. 1–8. These are four-measure phrases.

M. 5. Shape the two-note gestures as “in-out.”

Mm. 7–8. Left hand: play legato F[image: Image]s [play within the escapement].

M. 13. Shape to the E[image: Image] in m. 14.

M. 19. The right hand is all “up” arms.

M. 20. Intense upper part. No silence following this measure. Try for as much contrast between piano and pianissimo as one would between forte and piano.

M. 28. Play the first two B[image: Image]s with the left hand.

M. 31. Pedal each left-hand octave.

M. 33. “Up” chords in the right hand.

M. 36. No silence following this measure.

M. 37. Deep sonority for the left-hand melody [D-E-F[image: Image] -C[image: Image]].

M. 38. Then the left hand plays “away.”

M. 43. Keep it moving to the downbeat of m. 44.

M. 44. The right hand plays the F[image: Image].

M. 46. Con moto.

M. 50. Legato top part. Shape the measure.

M. 56. The left hand prepares the low grace notes as a “down.” Then plays the chord as an “up.”

M. 58. Shape the motive.

M. 66. Full of pedal. Not too short on the chords.

M. 68. Shape the measure dynamically and with momentum.

M. 74. Hear beats 1 and 3 resolving.

M. 84. The accented chords are resolutions.

M. 86. Play the G[image: Image] full of color.



Mvt. 3. Scherzo: Allegro

Shape four-measure phrases.


M. 1. Suspend the weight. Play very lightly.

M. 5. Touch the pedal.

M. 8. End fortissimo.

M. 19. No ritard.

Mm. 20–21. Each is pizzicato.

M. 22. A little more weight in the left-hand melody.

M. 25. Be careful with the legato slur.

M. 31. Start the measure still in piano.

M. 37. Color the B major key.

M. 42. Crescendo. Catch the bass As with the sostenuto pedal until the return in m. 48.

M. 59. An echo. Slightly slower.

M. 63. Still a richness to the tone.

M. 77, 78. Touch the pedal.

Mm. 82, 84. Take time to prepare the chord.

M. 87. Think a tiny break after beat 2 to prepare the right-hand F[image: Image] octave.

M. 95. Prepare before the right-hand An octave.

Mm. 105–106. Touch the pedal each half measure.

Mvt. 4. Finale

M. 1. More left-hand melody for richness.

M. 7. Think a fermata over the trill. Take the first four notes of the scale with the left hand. Every note in the scale must be heard evenly.

M. 15. Play the first five notes of the scale with the left hand.

M. 16. Close the passage with a diminuendo to the D.

M. 21. Close the trill with an F[image: Image] -G[image: Image] before the B[image: Image].

M. 22. [Pressler plays an E[image: Image] on the last triplet.]

M. 23. Maintain the tempo with the left-hand eighths.

M. 26. Shape the B[image: Image] -B-A[image: Image].

M. 28. Pedal each beat.

M. 41. Direction to the forte of m. 42.

Mm. 55–56. Very fast graces. Stay steady, not faster.

M. 71. Phrase the left hand to the low note using the thumb each time.

Mm. 76–77. Secco left hand.

M. 79. Decrescendo. Then forte.

M. 80. Right hand: have a close thumb for B-C[image: Image] -B.

Mm. 88–89. More pedal as the crescendo begins.

M. 97. The left hand must hold the keys on the last Gs.

M. 107. A slower arpeggio [the F[image: Image]7 chord] for color.

M. 111 (after 2nd ending). Play the B major chord with a strong accent in each hand.

M. 145. Pull the chord in the right hand [beat 2], emphasizing the syncopation.

Mm 164–165. Accent the left-hand chord on the second beat of each measure.

M. 166. Pull the chord [beat 2] in the left hand.

M. 169. A clean break.

Mm. 175–177. Left hand: use 1–2 for each slur.

M. 180. Close the slur as everywhere else.

Mm. 181–182. Quieter than

Mm. 179–180.

Mm. 185–186. Pesante, but no accents.

M. 194. Maintain the meter. Therefore, pulse the left-hand D[image: Image]s.

M. 195. Broaden into m. 196.

M. 197. Use the sostenuto pedal for the C[image: Image] octave until m. 204.

M. 225. More short pedals [beats 1 and 3].

Mm. 258–260. Make the left-hand theme clear.

M. 267. Count, in order to ritard evenly.

M. 270. Play the left-hand B-D[image: Image] after the octave as a dotted quarter.

M. 272. Emphasize the low F[image: Image] as the last note of the theme.

M. 280. Play the right hand as a solid chord.

PIANO TRIO IN B MAJOR, OP. 8

Mvt. 1. Allegro con brio

M. 1. Prepare mentally. You have to know exactly the sound you want to produce. The hands must be ready.

M. 4. Come down [decrescendo] for the cello entrance, then be under the cello.

M. 9. Lean into beat 2.

M. 14. Cello, come down from F[image: Image] to B.

M. 16. Cello, come down from G[image: Image] to B.

M. 28. The last F[image: Image] is a pick-up to the next measure.

M. 29. More sound, but not faster.

M. 35. Lead with beat 4 to the downbeat.

M. 51. It doesn’t have a feeling that you have arrived. First of all, you have to rehearse it; and secondly, you have to rehearse it; and thirdly, you have to rehearse it. But after all the rehearsing is done, then you have to really play it with all your imagination and awareness.

M. 56. Piano, decrescendo with the cello.

Mm. 68–69. The piano is a continuation of the other instruments. Listen to the last note of each triplet and don’t let there be a hole between the strings and the piano.

M. 72. Cello, finish it [on beat 3], but don’t take time. Show that there’s a change of direction.

M. 74. Violin, don’t you have a staccato over that B[image: Image]? You have to honor it somehow, but you dishonor it.

M. 75. Without that chord, their notes don’t mean a thing. You play it so unimportant, so meaningless.

M. 77. Not slow.

M. 87. Piano, come down.

M. 91. The C[image: Image] resolves to the B[image: Image].

M. 121. No waiting for the chord, just play it so that out of B major comes G major. You go from a B top note to a G [m. 123] and to an E [m. 125].

M. 127. Loud, but only one forte.

M. 135. This, of course, is the climax.

M. 137. Same tempo. Cello, you’re playing clean and you’re playing well, but I can’t identify with your playing. More intensity.

M. 153. Not forte.

M. 176. Beat 4, not so loud. The violin has the melody.

Mm. 176–179. Violin, would you play G[image: Image] -B the same as F[image: Image] -A and E-G[image: Image]? Then, piano, whatever he does, you have to play that way, too.

M. 195. It sounds so spastic, so jagged.

M. 214. Finish. Then begin beat 4 with a different sound.

M. 252. More left hand.

M. 254. Tranquillo, cello. It is slower; you did that. But it is also a kind of summation, so it is not a kind of vibrato that wakes up. It is a kind of vibrato that goes to bed, yes? It’s a kind of closing, a kind of summing it up after you have told the story. Piano, he needs to play off of something. He must hear your left hand. And the left hand, of course, needs the right hand.

M. 260. Cello, find time within the beat to finish the phrase. That was better, but you gave a wrong accent.

M. 262. When the violin plays that F[image: Image] [downbeat], the piano must play a different color on that chord. It’s better, but it’s still not good. Why is it not yet good? Because you just play it and you say, “It’s not important. It’s okay.” It’s like when you drive through the country and you see a restaurant that says, “Come in just for food. It’s quick. It’s horrible, but it’s just food.” But the food that Brahms serves is for people whose taste buds are the most developed.

M. 264. Brahms writes a swell in the piano part. It’s not possible, but you can feel it.

Mm. 264–267. You have an F[image: Image], an E, a D[image: Image], a C[image: Image]. It’s a composed diminuendo, but he also asks for one.

M. 268. That’s a subito pianissimo following a little crescendo.

M. 274. Cello, I would like you to slide the last two notes. It is a diminuendo without accenting the last note. On the contrary, the last note should disappear. Basically, you should not play a ritard. You relax.




Mvt. 2. Scherzo

M. 4. Cello, go away on the last note. Piano, it is lighter. You take over from the cello. Answer in the same character.

M. 7. Piano, the left hand goes to the center of the phrase, then away.

M. 9. The first one is too loud. You are entitled to a little swell, but no heavy accents. And actually, the part you should listen to inside you is the left hand.

M. 17. Here you play second voice under the strings. And play 2-1.

M. 21. Violin, when you have the G[image: Image], it is less than the A.

M. 24. Piano, on the last C[image: Image] you play an octave in the left hand.

M. 25. Very light, very legato. It’s always two bars together, the right hand followed by the left hand. Each chord gets a pedal, but be sure that the low notes are clear.

M. 26. Play the C[image: Image] -A[image: Image] -G with the right hand.

Mm. 29–32. Divide the arpeggio into two hands [second ending]. The left hand takes the last three notes each time.

M. 32 (first ending). It’s a question mark, yes?

Mm. 34–35. Change the foot so that it clears up.

Mm. 36–44. Piano, the left hand is always a trumpet, yes?

M. 44. Finish on the downbeat. In the left hand the wrist plays one motion but gets two notes.

M. 48. Not a long note; don’t sit on the downbeat.

M. 60. No pedal; there are rests.

M. 64. Piano, that’s such a mess. You’re in too much of a hurry getting back up.

M. 67. The G resolves to the F[image: Image] [m. 68].

M. 77. Brahms has a pedal there, four bars, more or less.

M. 99. Piano, too loud. The strings are above you.

M. 103. For once play an F[image: Image] instead of the E[image: Image], so you see the F[image: Image] is very special. Obviously it was done with great deliberation to get that feeling of suspense, of something that somehow asks us to be afraid for a second.

M. 124. Finish the phrase.

Mm. 129–132. That’s so lame, like a lame duck because of 5-5-5-5. Practice the right hand alone and change the fingers.

M. 132. Here the violin finishes very softly, so the piano has to play softer still, yes?

M. 136. Close it.

M. 137. Can you play piano in the right hand and pianissimo in the left hand?

M. 138. Play the octaves molto legato. The C[image: Image] dies down and the A [beat 2] starts where the C[image: Image] has come down to.

M. 145. Light, light.

Mm. 152–153. Hear the difference between the major and the minor.

M. 155. Be conscious of major going to minor in the left hand.

M. 159. A maximum of piano. If he had wanted you to build up to something, he would not have had the strings come in piano [163]. Practice so that it gets lighter than that. Not fast.

M. 165. That chord, feel that your body becomes a sounding board. Is that as nice as you can play that? I hope not! This is a waltz by Brahms, and it shows that he lived in Vienna, the charm. And the left hand stays steady [Pressler sings the melody while tapping]. You heard this [the tapping]. With all the freedom I was singing, this stays steady.

M. 170. Going up takes a hair of time longer than you’re doing.

M. 173. Don’t hit the downbeat. Do you see where he starts the crescendo? That would be a good idea.

M. 178. Piano, they are not staccato. Very little space between the notes. Use some pedal. Not slower. The strings can’t connect to you and everybody goes to sleep.

M. 180. Strings, you have to respond to whatever she does. If she slows down, you must catch up the time.

M. 181. Strings, it must be beautiful.

M. 197. Piano, change the fingers in the left hand.

M. 202. Brahms gives you a decrescendo on the higher note. It’s exceptionally beautiful because the other way is ordinary. But this is special.

Mm. 203–204. The right hand sustains and gives us the illusion that you are still pedaling.

M. 210. Now you need to spread the wings. If you look at the violin part, you see he is going all the way to forte. So he needs time, and you need time. The piano part must match and become one with the violin part, yes? Can you make a legato there [on the downbeat]? I play fifth finger, and I go to the second finger just at the last second. Stretch out and make a curve with your arm there.

M. 212. These three dots under a slur—it talks in there. Then you go down and you make that last swell [downbeat, m. 214].

M. 215. Here you give the tune to the cello. Let the cello be above you, yes?

M. 217. But you play the chord [downbeat] so perfunctory. You play it, but you’re only interested in getting down there for the bass notes.

M. 219. The left hand is a tympani.

M. 227. You have to pedal in such a way that the chords in the left hand don’t disappear. All these chords are long chords. You have to be a virtuoso with your foot. You have to pedal it so that you dry it a little bit and we can hear those tympani going, yes?

Mm. 241–244. Make a line out of it. You play one measure at a time. You have to connect it with your hand, so use 5-3 or 5-4.

M. 243. You leave that to the cello. That high note is hazardous. And if he hits it clean, he gets complimented. And if he doesn’t hit it clean, you play loud and you get the compliment, yes?

M. 259. That is the last note of the phrase. Close it.

M. 434. That E is a continuation of what just happened in the strings.

Mm. 439–445. The pedal is all the way until Brahms gives you the change of the pedal, even through the rests. Make a decrescendo, not a crescendo. The arm is too heavy. A light arm floating over the keys.

Mm. 446–448. I take only the first note in the left hand and then I play everything else in the right hand. And why does it get louder when it goes up? Play very close to the keys, very close.



It’s not Mendelssohn. Mendelssohn’s are wine-drinking Alps, or champagne. These are heavier Alps, beer-drinking Alps. These are German with potatoes and sausages, but they have to be as light as they can. It’s fantastically composed.

Mvt. 3. Adagio

It is soft, illuminating, like a prayer, like a church. I think you can hear him talk to himself. It’s an innocence, as close as one can come to an audience. The middle section is more alive where the cello has that marvelous solo. And at the return, the piano is, so to speak, improvising and the strings have the melody.


M. 1. Pianissimo and loose arm. That’s too slow and has no beat. The two quarter notes go to the next measure with a very slight crescendo.

M. 4. Strings, that’s so loud and too much vibrato.

M. 8. Help it to move. The beats continue. They don’t stop.

M. 13. You play with no control of your arm. Prepare the arm, and the weight goes right into the key.

M. 15. You must hear the E. It must ring. Then it resolves to the D[image: Image] [m. 16].

M. 16. Violin, I would like that the eighth notes have more meaning. With you, they’re just a bridge to the next note.

M. 20. Piano, that’s too loud. You must take over from what they do.

Mm. 23–24. I want more sound. Emotionally, I want more.

M. 26. Strings, that’s too much vibrato! As small as possible. Very beautiful. Piano, come down. Each chord must relate to the one before it. And very legato.

M. 29. Here it’s the cello. And here it’s the violin [m. 30]. And here it’s the piano [m. 31]. But not loud, just present.

M. 33. The left hand must support.

M. 42. Now the cello goes all the way to the top.

M. 43. Close it [beat 3]. There’s no hitting. Can you lean into the piano so that you don’t hit [beat 4]?

M. 48. Piano, what are you waiting for? There’s no hole there.

M. 54. Piano, the right hand is too loud. The solo is in the violin. You just have an accompaniment.

M. 62. Cello, they play off of your downbeat.

M. 67. Piano, resolve to beat 2. And don’t hit the downbeat.

M. 69. You have to play legato. It’s not just that he has the slur, but he also uses the word. And how do we play legato? You have to phrase it. It has to be going somewhere.

M. 71. That finishes on the downbeat.

Mm. 79–80. There’s no rhythm in you. Even when you don’t play the eighths, you must feel them. Your heart should beat those eighths.

M. 90. Don’t separate so much. There’s a slur over the dots.

M. 93. Piano, let me hear the high B.

M. 95. Hear the cello A.

M. 96. Hear the violin E.

M. 97. Now hear the piano chord.

M. 98. A resolution on the B major chord.




Mvt. 4. Allegro

M. 1. Pedal is marked, but you should use very little.

M. 3. Cello, the E[image: Image] is less than the G [m. 2].

M. 9. Piano, see how Brahms holds the left hand? He creates a sort of pedal.

M. 15. Can we be a little bit more religious and do what he asks for? It’s not that you play it too loudly, but you play it in sunlight. It should be darker.

Mm. 18–21. Piano, it sounds so staccato, like “Chopsticks.” Play it pianissimo with some pedal, and catch the left hand in the pedal. Each meas ure descends. Violin, not so ringing. Have more air in the sound. And piano, you never play the last triplet of the bar. Which sin is bigger? If it’s too loud or if it’s not played at all? For both you go to hell. I mean, you certainly won’t be invited to where Brahms is. No, you will be only invited to where the players are who don’t play him well, yes? So there is no excuse to say, “I don’t want to be too loud.” Of course, you don’t want to play too loud, but not playing the notes is not better.

M. 45. The ritardando cannot always be the same. The piano has to follow the strings, and it depends on how the phrase goes.

M. 46. With some pedal. It’s the same mood.

M. 64. Have a feeling of Appassionato. Cello, Greenhouse plays it all with up bows.

M. 87. Strings, more of a break after the first beat.

M. 101. Resolve it. The F[image: Image] goes to G.

M. 106. No, it doesn’t crescendo. Just the contrary. It’s obvious, wouldn’t you agree?

M. 112. It’s one instrument divided into two.

M. 129. It’s pianissimo and sotto voce. My God, how far can this man go? All the way!

M. 142. Yes, it’s a syncopation, but you must still play it in a three.

Mm. 151–152. Not faster.

M. 184. Play the last octave with the right hand.

M. 199. Play that An [the sixth note] with the right hand.

M. 205. Con passione.

M. 241. Cello, play that D with a little accent.

M. 242. Hold the pedal all the way until the next bass note [m. 246].

Mm. 253, 261. Play these first three notes with the left hand.

M. 263. It’s only mezzo forte. There’s your forte half an hour later [m. 266].

Mm. 263, 265. Play the sixth note with the left hand.

M. 304. Start less.

M. 309. Hold back. Broaden. And then a tempo [m. 310].

Mm. 319–320. Cadence in the left hand. We need that F[image: Image].




NINETEEN

FRÉDÉRIC CHOPIN

I always loved how Chopin was so personified by the touch of Rubinstein, how he entered the key fully and deeply with such beautiful tone and the piano just soared. And I will always remember studying Chopin with Vengerova because she showed that very beautifully. I love the way that the harmonies are often very original, like in the Fantasie-Polonaise and the marvelous way in which the harmony supports a melody. I was in Warsaw and I passed by the church where Chopin’s heart is, and I passed by it a few times because, after all, he’s a composer who touches all of our hearts and who has given us some of the most beautiful things that are written for the piano. And there is no other composer for whom the piano opens up in the way it does for Chopin.

SONATA NO. 3 IN B MINOR, OP. 58


Mvt. 1. Allegro maestoso

M. 1. A daring descent to the F[image: Image]. Crescendo the chords to m. 2. Left-hand legato.

M. 2. Listen to the rests. Start the chords piano and pedal each one.

Mm. 3–4. Continue the crescendo until m. 4. Accent the chord on beat 3.

M. 5. Crescendo.

Mm. 6–8. Continue the crescendo to the forzando.

M. 8. Have a small break after the forzando. Then an extreme contrast. Think pianissimo.

M. 9. The B is gentle.

M. 12. Another start following the rest. Play the Es as a right-hand octave.

M. 13. Diminuendo to beat 3. Play the F[image: Image]s as a right-hand octave.

M. 17. Majestic. Not harsh.

M. 18. Decrescendo before the sforzando of m. 19.

M. 19. Delay the sforzando chord. Play the F[image: Image] with the left hand.

M. 21. Resolve to beat 4.

M. 22. Each beat resolves [D to C[image: Image], etc.] within the crescendo.

M. 23. Play the first chord sweetly. Then sing the eighth notes.

Mm. 23–24, 25–26, 27–28. Each phrase diminuendos.

M. 28. A slight ritardando.

M. 29. Start mezzo forte. Then crescendo to the top of the line.

M. 30. Decrescendo as the line descends.

M. 31. Begin less with a gradual crescendo.

M. 33. More orgel point [the A].

M. 38. Lean into the notes with more weight as the line ascends.

M. 44. The A resolves to the G. One pedal for the entire measure. Take the last G with the right hand.

M. 54. Arm weight in the high C[image: Image].

M. 55. The bass C[image: Image] cadences to the F[image: Image] of m. 56.

M. 57. Not suddenly faster. The left hand phrases from each fourth sixteenth note.

M. 61. Lean in with the arm. Rich and juicy! Not too slow. Keep it flowing.

M. 63. Richer. Juicier.

M. 65. Sforzando on the downbeat.

M. 66. Grazioso. Shape the top line’s three-note figure F[image: Image] -F[image: Image] - E, etc., resolving to the third note.

M. 69. Not fast. Don’t rush.

M. 73. Rich tone as the sixths begin.

M. 76. Tenderly. Evenly-flowing.

M. 84. Hear the D orgel point. Con passione.

M. 87. Resolve the A to G[image: Image].

M. 90. Resolve the D to C[image: Image], then to the B, then to the A.

M. 92. Accent the left hand’s second C[image: Image].

M. 96. Not too fast.

M. 99. Hear the drama of the octaves.

M. 100. Take beat three with the right hand.

M. 104. Play the final E with the right hand.

M. 105. Sing the left-hand C octave.

M. 108. Start again after beat 2. Play the line legato with less bite to the sound.

M. 112. Play the E[image: Image] and D[image: Image] with the right hand.

M. 114. Broaden going into m. 115.

M. 115. Play the sixteenth notes not so hurried.

M. 116. Begin the phrase piano.

Mm. 117–118. Crescendo the line from the D[image: Image] up to the B[image: Image].

M. 121. The left-hand melody is clear, warm, legato.

M. 122. The left hand resolves to the B[image: Image] [in m. 123] with a decrescendo.

M. 126. Smooth repeated A[image: Image]s. Very close to the key.

M. 131. Resolve the initial F[image: Image] to the E[image: Image].

M. 132. Resolve the B[image: Image] to the C[image: Image] of m. 133.

M. 133. Resolve the right-hand E[image: Image] to the D[image: Image].

M. 135. Grand.

M. 140. Dimenuendo the F[image: Image] to G[image: Image] and A[image: Image].

Mm. 146–147. Decrescendo all the way to the downbeat of m. 149.

Mm. 152–153. Hear the left-hand G[image: Image] -A[image: Image] -A[image: Image].

M. 157. Diminuendo the right hand from the D[image: Image].

M. 164. The left-hand sixteenth notes are only a murmur.

M. 171. Play the right hand smoothly.

M. 174. Play with charm.

M. 179. Play the third sixteenth note with the left hand.

M. 180. Diminuendo each group of two beats.

M. 189. Beats 3 and 4, vibrate the pedal. Shimmer the sound.

M. 192. Play the right-hand line passionately.

M. 196. Start a crescendo that continues until the last measure.



Mvt. 2. Scherzo: Molto vivace


M. 1. Hear the turns within the passage. Use these to shape the phrase.

M. 8. Diminuendo to the bottom of the line.

M. 17. Think minor for this phrase. Sad.

M. 31. Diminuendo as the line descends.

M. 58. “Out” on the chord. And let the arm fly.

M. 61. Crescendo from the D[image: Image] to the E.

M. 66. Crescendo from the G[image: Image] to the B.

Mm. 77–80. Begin the sequence D[image: Image] -E-B.

Mm. 81–84. This is the second statement.

M. 85. This is the third statement.

M. 93. This time as if from far away.

M. 101. A horn call.

Mm. 103–108. This phrase is like memories. Spooky.

M. 109. Suddenly hopeful.

M. 125. The sunrise.

M. 145. Float the arm; no accents.

M. 154. Go to sleep.

M. 157. The wind blows. Shape each two-measure group.

M. 186. Accent the left-hand chord.

M. 187. Diminuendo to the G major in m. 188.

Mvt. 3. Largo

Mm. 1–2. Crescendo the line. Go to the second note of each slur [the long note].

M. 4. No left pedal for this theme.

M. 11. Play the sixteenth notes liberamente.

M. 12. Pull back as the B resolves to the A[image: Image].

M. 13. Push the phrase forward.

M. 17. Play the right hand as a duet.

M 29. Play the line with wrist rotation. Impressionistic.

M. 35. Resolve the A[image: Image] to the G[image: Image] of m. 36.

M. 46. Sing the left-hand line.

M. 67. Play with generous sonority.

M. 69. A relaxed cadence.

M. 88. Play the line without accents.

M. 89. A slight break before the D[image: Image] s.

M. 96. Broaden into the downbeat of m. 97.

M. 110. A color change on the E, but not a diminuendo.

M. 116. Resolve the G[image: Image] to F[image: Image]. Begin a crescendo on the last beat.

M. 117. Broaden before m. 118.




Mvt. 4. Presto, non tanto

M. 1. Extroverted. A presto in one.

M. 8. Each chord with an accent.

M. 9 and following. Restless. Begin pianissimo. The left hand is not accented; it makes circles.

M. 15. Don’t accent the right-hand chords.

M. 19. Decrescendo.

M. 20. Crescendo from the F[image: Image] to the D.

M. 22. Resolve the inner line E to the D.

Mm. 25–26. Play the line smoothly without accents.

Mm. 28–51. The left hand makes circles. The right hand as smoothly as possible. No galloping horses!

M. 37. Decrescendo beat 1 to beat 2.

M. 41. Maintain a loose arm.

M. 44. Climactic. Begin a gradual decrescendo.

Mm. 48–52. Bring out the inner chromatic line descending from F[image: Image] to B.

M. 52. The two chords are “out-in.”

Mm. 52–54. Grandiose with rich sonority.

Mm. 54–56. The left-hand melody answers the previous forte statement.

M. 60. With presence. Legato.

Mm. 64–66. Think the left-hand resolutions.

Mm. 74–75. Decrescendo.

M. 100. Begin mezzo forte.

Mm. 111–113. Answer the previous phrase. Don’t bark.

Mm. 117–118. A strong left hand.

M. 126. Don’t hit the downbeat.

M. 143. The E[image: Image] major is a surprise chord after the B7.

M. 172. Whistle over the top.

M. 183. Hear the counterpoint of the bass line in relation to the right hand.

M. 187. Begin piano.

M. 191. Don’t slam the sforzando chord.

Mm. 207–210. Grander but not harsh.

M. 214. Take the A[image: Image] and D with the right hand.

M. 226. Play as if an intense whisper.

Mm. 238–240. Shape the inner phrases of the line [D-F[image: Image] -D[image: Image] -G-E, B-D[image: Image] -B-E-C[image: Image]].

M. 242. Play the downbeat with a slight fermata.

M. 250. Start the C[image: Image] as a subito piano. Lean into the thumb to project the line.

M. 253. Broaden going into the fortissimo.

M. 254. Play the sixteenths clean and articulate.

M. 262. Start. Begin mezzo piano. Follow the bass line.

M. 273. Play the last eighth as the last note of the phrase. Not accented.

Mm. 277–280. Each F[image: Image] -B is a diminuendo two-note phrase.

Mm. 282–286. Crescendo to the last chord.



NOCTURNE IN E MAJOR, OP. 62, NO. 2

This is a very beautiful and unusual piece for E major. Be aware of the three layers: right-hand melody (use flatter fingers for rich sonority), the left-hand bass line, and very quiet but colorful chords. There is great optimism in the upward motion of the melody and great melancholy in the beauty of the chords Chopin has chosen. One must be very sensitive to the way in which every note of the right hand balances with the left hand, being aware of the distance between the hands as well as function of the right-hand notes in relation to the chords.

Play the left hand alone, as if that’s all Chopin had given us, listening to the relationship between the bass line and the chords. One should also practice the bass and tenor lines with two hands.


M. 1. Begin with the pedal down for full sonority of overtones. The upbeat B is rich, but not allowing the full weight of the arm. The A starts lighter with the wrist rotating in the direction of the melody [A-B-D[image: Image] -E-C[image: Image] -B]. The left-hand C[image: Image] resolves to the B. Then the fourth-beat chord is very light.

M. 2. Play the right hand’s F[image: Image] with an upward motion of the wrist. The left-hand B [beat 4] leads to the C[image: Image] of m. 3.

M. 3. Hear the E as part of the C[image: Image] minor chord. Play the F[image: Image] very lightly, matching the point to which the E has decayed. Shape this four-measure phrase with a sense of momentum and dynamic coloring.

M. 6. Sneak the A[image: Image] in with a light, relaxed arm.

M. 8. Match the D[image: Image]s. The right hand can help on beat 4 by playing the A.

M. 9. The dolce colors the variation of the phrase. Slower as the line reaches upward and then drift faster as the notes descend.

M. 12. Color the G[image: Image].

M. 15. Use fingers 4-3 for the G[image: Image]s; not hard.

Mm. 15–16. Relate the four left-hand chords.

M. 17. Hear the color changes within this measure. Color the D[image: Image] and the A[image: Image].

Mm. 17–21. The chromaticism builds the intensity.

M. 22. Lean into the A. Use fingers 2–3 for the repeated D[image: Image]s.

M. 23. Catch the right-hand E in the pedal. An expressive trill in the right hand.

M. 24. Use the left-hand line C[image: Image] -B to pace the return of the theme.

M. 25. A pianissimo return. The arm follows the fingers in the leggiero passage.

M. 27. Color the deceptive cadence; take time.

M. 29. The C[image: Image] begins leading us back. Sneak in with the D[image: Image] -E-E[image: Image]. Crescendo; don’t accent individual notes.

M. 31. Color the top note [G[image: Image]]. Swell the trill.

M. 32. Pull back before the downbeat. The left hand comes out of the darkness, never notey, always shaped. Magical, soothing; use flatter fingers.

M. 33. Lean into the left-hand D[image: Image] dissonance and resolve to the C[image: Image].

M. 37. Lean into the downbeat.

M. 38. Resolve on beat one, then push forward, pulling back before the downbeat of m. 39.

M. 40. Three layers begin, then four layers in m. 43. Point out each entrance as they occur. Practice each hand’s part with two hands.

M. 47. Take time into the downbeat.

M. 48. The left-hand chromatic line leads to the restatement in C major.

M. 49. Agitato again. A bigger statement than before, a third higher.

M. 51. Lean into the D [beat 4].

M. 55. Descend through the repetitions to m. 56.

M. 57. Linger over the top A; it’s a magical moment.

M. 58. The tune reemerges, but tinged with melancholy because of the B bass note.

M. 59. Color the D major chord. Taste the difference; it’s a “heart” moment.

M. 65. Biggest point of the piece with climactic G[image: Image] -F[image: Image] -F[image: Image], as high as m. 60 is low, but it falls away quickly.

M. 71. Point out the differences from the first statement: the full chord [m. 71], the grace note [m. 73], and adding more voices [m. 74].

M. 78. Cadence on the E [beat 2], then no accents to the top.

Mm. 79–80. Hear three different Bs.

M. 80. No accent on beat 4; it leads to the downbeat of m. 81.

M. 81. Use fingers 3–5 on the final Es with a slow release of hands and pedals.




TWENTY

CLAUDE DEBUSSY

What makes Debussy unique is his world of sound, the contours, [and] the magic of light in music that he has from time to time. You really see a moon. You really can feel it, in a French way. To me, it always has some perfume in it. After all, the country that made perfume famous, yes? It is Debussy that has this wonderful, original way of sounding that you smell it and feel it and taste it. Yes, you taste it. Debussy lives by shadows. There is little light and lots of shadows. When I am in Paris and I sit there in a café, I really feel he’s part of that, or at least he made that part of it for me, yes? I can’t think French without having a note of Debussy in my ear. And it is something that touches you on one side of your emotional scala. After all, we do all have a feeling scala, and you have a point where it touches your scale of feeling. And you are conscious of what this chord does to you. You really can taste the chord.

A thousand things come to mind to describe the physical mechanism to play Debussy. The first thing is the touch, the ability to play from one pianissimo down, yes? It is not so much to play up. It is to play down. And the mastery of the pedal in a way that demands very much more than the clear-cut pedal that you have in classical music. You actually have to make an exercise so that your foot doesn’t get tired, so that you learn to do, let’s say eighths, then you do sixteenths, and triplets, then thirty-seconds, slight, very slight. And in the end you know you can do it when you feel it in your toes. Somehow it comes through your shoes, yes? That you feel how the pedal slightly moves, but very slightly. And you hear it, you feel it, and it satisfies something when you play and therefore can continue playing and keeping that mood, not going out of that mood.

PRÉLUDE, “LES COLLINES D’ANACAPRI,” BOOK 1, NO. 5

This is an enchanting piece, painting a picture of the beautiful island of Capri.


Mm. 1–2. Distant bells. Use a very light brush stroke of the alternating hands.

Mm. 3–4. The tune is heard in the distance. Use a pulling away motion of the fingers, the left hand helping with the E.

M. 4. The left-hand chord is less active and less sharp than the right hand.

Mm. 7–9. The tune is coming closer.

M. 11. The wrist goes “down-up” on the two-note slur figure. The left hand is within the key, undulating.

M. 14. Enjoy the arrival notes of the tune, the C[image: Image] [m. 14] and A[image: Image] [m. 15]. Who could imagine a more lighthearted joyful tune?

M. 21. Inversion. The right hand has the vibrato. The left hand has fragments of the tune.

M. 24. A chromatic melody begins, leading to m. 31. A popular tune is presented in left-hand octaves. Pedaled, but non-legato.

M. 49. Orchestrate, like a combo; hear the clarinet and string bass. Shifting rhythms, with each line voiced independently.

M. 74. Practice the left hand taking over the right-hand line. It should sound like one hand.

M. 81. The wrist applies full arm weight into each melody note.

Mm. 82–83. Two pedals per measure.

M. 92. One big crescendo. Create swirling circles of sound.

Mm. 94–95. Like a harp.

M. 95. Alternate hands for better, easier sound [L-R-L-R-L].



PRÉLUDE, “FEUX D’ARTIFICE,” BOOK 2, NO. 12

The swirling patterns are played principally with finger motions, using slight wrist rotation to make circles out of the pattern. Suppleness of the hand is needed along with firm but gentle fingers. Practice at a slower tempo to feel individual finger security and independence, and then allow the hands and wrist to move to the left and right.


M. 2. Finger redistribution in beat 4 of mm. 2–5, 7, 9, and 11–14.



[image: Image]

Ex. 20.1. m. 1–6


M. 3. Touches of pedal on each right hand octave, which is played with a slight arm rotation [elbow releasing to the right], providing a light, clear attack to each octave.

M. 17. Crescendo through the glissando. Use fingers 2-3-4 braced.

M. 18. A “down-up” motion.

M. 19. An “up.”

M. 20. Practice finger drills. Find left-hand fingers, either 3-2 or 2-1, that balance best between the two hands. Drill the hands blocked together. Tilt the hands slightly toward the right. Train the body to remember stances, direction, and the attitude of being ready to move.

M. 25. Begin with an accent.

M. 30. At the top of the run, practice D[image: Image] -F[image: Image] -E[image: Image] -D[image: Image] -C[image: Image] for security and control. Use a slight arm accent on the top note to signal the change of direction.

M. 32. Drop into each top right-hand note. Hear three beats, not six.

M. 36. Use arm weight in the right hand.

M. 44. Left hand, decrescendo. Right hand, clear.

M. 48. Each beat is less.



[image: Image]

Fig. 20.1. Feux d’artifice


M. 53. An arm strike with braced fingers.

M. 57. Hear the three layers: the left-hand notes played with arm weight, the top right-hand notes played with the arm, and the sixty-fourth notes played with a pulling away of the fingers.

M. 61. Prepare the chord and sink into the keys. Voice the top of each chord for color.

M. 63. Use a flatter hand for the black keys.

M. 65. No accent with the E run.

M. 67. Shape the cadenza. Begin slower, then push to the end.

M. 79. Gestures. Crescendo. Shocking.

M. 81. A very exact toccata effect, both ascending and descending.

M. 82. The high Gs are an upward arm motion, hooking the note. A sharp upward attack on the left-hand E.

M. 87. A long pedal with slow pedal release.

M. 89. Play the last three notes with a finger staccato and light hand.

M. 91. Smear the grace notes. Not too articulate.

Mm. 91–92. Prepare for the Gs. The arm releases to the right on the downbeat.

M. 94. The inner part is an echo.

Mm. 96–97. The right hand is two “up” motions.

M. 97. Dying away to the end.

M. 98. A slight accent on the last note.



L’ISLE JOYEUSE


M. 1. Start the first trill from no place, as softly and as slowly as you can, as if from far away, with the fingers very close. Develop the trill, and when the crescendo is at its maximum, play the descending notes and help yourself with the left hand on the C[image: Image]. Release the arm, then start again.

M. 3. Play the three-note motive over the trill as legato as possible, like the mating call of a big bird on the island. The two notes are an answer from another bird. The five notes are like a glissando. Play these notes in the left hand.

Mm. 4–5. Still less; everything comes down. It doesn’t crescendo anymore.

M. 6. The sforzando is in piu piano.

M. 7. Sneak in with the A. This is the first time we know what the key is; it could have been any key. [Pressler plays different chords coming in under the trill.] It’s the beginning of the dance. You feel the swing, but it should barely be heard. You could try playing the top E with the right hand.

M. 11. Use the right-hand thumb on the Es because you have to hold the A.

M. 12. The left hand has pizzicato, and the top would be horns if it were orchestrated.

M. 14. Have a little pause at the end of the measure.

M. 20. Bring it down. He’s coming to a new world.

M. 21. Now stay very quiet. It’s like in a very thick fog, as quiet as humanly possible. Keep the left-hand fingers on the keys with very little articulation. A completely different color; lift the arm to remove the weight.

M. 24. Now he’s coming closer.

M. 25. At the end of the measure, use the thumb on the lower notes [F[image: Image] - F[image: Image] -E] so that you control the tune. Use fingers 1-4-2, 1-4-2, 1-3-5.




SVIATISLAV RICHTER

Now let me tell you a story. When I heard Richter the first time live was on the Italian Riviera. The Trio was playing in Menton on the French Riviera, and Richter was playing in Italy, right across the border. He was playing a big concert and it was magnificent. The Symphonic Variations of Schumann was wonderful, and then he plays Debussy Images, Book I. And he comes to “Mouvement” and he comes to [Pressler sings mm. 89–91], and he forgets. And he goes looking and looking. Somehow he got to the end of the piece, and then he played–I don’t remember–I think he played Rachmaninoff, something at the end. And of course the audience gave him a very big applause, and then he went to play an encore and he played “Mouvement” again, and he comes to the same place and forgets. And he finished.

I was fortunate; I came with the manager of the concert in Menton who was a friend of Richter. So, after the concert we ate together, and he was dreadfully unhappy. I mean, no matter what you said to him, he was just sitting there. I spoke with him in German, because he spoke only German or Russian, neither English nor French.

This was Friday night and we were playing on Sunday, and he said to us, “Ah, I would love to go to France for the weekend, but with my passport, it is impossible.” So, I said, “Why don’t you come with us? In the big car, you sit in the back and fall asleep. And when we come to the border and the man says, ‘Passport,’ we’ll show him our passports and we’ll say, ‘He has the same. Let him sleep.” That’s exactly what happened. And so, he came across the border.

And then when I said “Goodnight” when he was leaving to go to his hotel–it was 2:00 in the morning or something–I said, “Do you know the Trios by Schumann?” He said, “No.” I said, “You will love that. It is exquisite music,” which it is. “And if you would honor us with coming to the concert. That would be very special, for me especially, but it would be very special for the Trio.” And he did come to the concert, which was for me surprising because he had a shirt on and he had a little cross, which to a Soviet artist seemed not possible actually. But he did, and he came to the concert, and thirty years later I read in his memoirs about the night of that concert. It was not supposed to be published, but he wrote about that night hearing the Trio.

But I do remember hearing him playing “Mouvement” and getting lost at that place; and then [when] he played it the second time, my stomach was in such disarray. I was so worried, and he again forgot. But it shows you only one thing: he suffered. Most of the audience didn’t even know it. I suffered because I felt for him, but the rest was so marvelous, so magnificent. It can happen, but it shouldn’t happen to a dog.




M. 26. No accents, as if suspended in the air like a cloud.

M. 28. This is a waltz, very dance-like. Hear the contrary motion. Practice only these two parts.

M. 28–29. If you swell these measures, it must be barely perceptible, only known to you. And use the thumb as before.

M. 36. Barely hear it. The left-hand notes are like overtones.

Mm. 40–41. Reverse the dynamics. Go to the G, not the E.

M. 52. The accents should be sharper, much more than the trills.

M. 55. The left-hand chords are legato and filled with desire.

M. 66. Hear the B to B[image: Image]. The second time is less to prepare for that entrance. Resolve the B[image: Image] to the A [downbeat] in m. 67.

M. 67. It’s never loud; it doesn’t yell. You have to find the right sound. It’s never naked; it always has a veil over it. Practice only the octave melody, and color the thumbs. Then add the quiet chord notes, and you will have a balance between the chord and the melody. After you have learned where all the notes fit, it must sound completely free. It’s molto rubato; he gives you all the rights. It is an island with no law; you can be dressed or not.

Mm. 73–74. Color this differently. Lush.

Mm. 79–80. Use your body when you play chords in that register so there’s weight in the keyboard and you’re not hitting.

Mm. 85–86. More body in the right-hand chords.

M. 99. The top E is long, and the bottom one is short. The left hand plays 1-3. [Pressler plays just the melody notes, E-C[image: Image] -E-C[image: Image] -D-F[image: Image].] This must sound clear like water. Count, play steady, and hear the difference between the E [more] and the C[image: Image] [less].

Mm. 105–106. Contrast these pianissimo measures, which should sound immediately like a cloud, with the piano measures, which have a little bit more rhythmic energy.

M. 115. These white-key chords are a surprise.

M. 120. Hear the horn [the G].

M. 121. The A[image: Image] descends to the G [m. 123].

M. 123. Do something magical here. These notes are like muted horns.

M. 132. Listen for the A[image: Image]. The right hand mustn’t be too loud.

M. 141. Let the chord ring.

M. 158. The trill doesn’t run; stay exactly in tempo.

M. 159. The pause is very small; it’s a fermata over nothing.

M. 160. Sharp rhythm here.

M. 166. Come down; you have a long way to go.

Mm. 182–185. Like two harps. Roar by the end of it.

M. 186. Very soft, tiny pulse of sound from nowhere.

M. 196. Start again.

M. 200. Listen for the trumpets; they’re still at a distance.

M. 216. Begin a long crescendo to m. 220.

Mm. 237, 239. Tympani notes [C-F and F-B[image: Image]].

M. 244. Hit that C[image: Image] and go down to a mezzo forte before coming up again. That leaves room for the left hand to come out.

M. 252. Again, hit, come down to mezzo forte and then go all the way up. Count [1-2-3, 2-2-3, 3-2-3, 1], and be as close to beats 3 and 1 as you can [mm. 254–255]. Practice just the As. Be conscious of the notes you’re aiming for.

M. 253. The last gesture is one motive played as quickly as possible.




TWENTY-ONE

JOSEPH HAYDN

Haydn, I think, was the most original of his time, a gigantic figure in music, and is still a very much unexplored treasure, the master of the last movement. No one could write last movements like that; he always has a surprise for you. While the others—Brahms, Schumann, Beethoven included—were struggling with the last movement from the formal point of view, Haydn never did. I’m glad that the Trio learned the forty-three trios and recorded them all.

In Haydn you are very sparse with pedal, although you don’t think of the harpsichord when you play him. You think of what he sounds like to you, and of course you often have to adjust to the acoustics of a big hall. What you give when you play Haydn is his character—noble, grand, and more sophisticated than young Beethoven was at that time.

SONATA IN C MAJOR, HOB. XVI:50


Mvt. 1. Allegro

M. 1. A special sound. The theme has inflection. Come down from the C.

M. 9. Left hand decrescendo with the first sixteenth notes. Then crescendo with the second group.

M. 13. Beat 2 is a start.

M. 14. Intensify the second half of the measure.

M. 15. Sing to the top. Use the left hand to help the thirds, starting on the A.

M. 19. Decrescendo.

M. 20. Don’t rush.

M. 25. Resolve the G to the F[image: Image].

Mm. 26–27. Crescendo as the line ascends. Hear left hand, right hand, etc.

M. 30. With charm in the left hand.

M. 32. The beginning of the measure is a surprise, as if a variation of the previous. Think the tops of the thirds. The right hand can help the thirds with last C.

M. 42. Play the contrasts with charm.

M. 46. The G major chord is a surprise. Phrase the right-hand D-B-G to the A. Then crescendo the left hand.

M. 48. Right hand crescendo up the scale.

M. 51. Contrast of dynamics and register.

Mm. 57–59. Bring out each entrance of the canon.

M. 65. Open up with the F-A.

M. 72. Decrescendo to the beat 4.

M. 83. A very light left hand.

M. 91. Decrescendo to the downbeat of m. 92.

M. 96. Decrescendo to the downbeat of m. 97.

Mm. 99–100. Crescendo to the fortissimo chords.

M. 108. Beat 4 not too fast.

M. 115. Continue the same tempo. Don’t rush.

M. 116. The A[image: Image] -C diminishes to the G-B[image: Image]. Sing the right-hand B[image: Image] -D- C-B[image: Image].

Mm. 117–118. Careful pedal on the descending passage.

M. 119. Crescendo to beat 4.

Mm. 120–121. The C[image: Image] resolves to the D. The B resolves to the C.

Mm. 126–127. Follow the contour of the phrase dynamically.

M. 128. Restart and crescendo.

M. 150. Arm release on each chord.




Mvt. 2. Adagio

M. 1. Follow the contour of the line, whether in left hand or right hand. Crescendo when ascending; decrescendo when descending.

M. 2. Sing the turn, not too fast.

M. 3. The right-hand line is played with arm weight. Pedal with each left-hand chord.

M. 6. Rich sound for the C[image: Image].

M. 12. Decrescendo the first and second beats.

M. 14. Close the phrase.

M. 17. Land on the D. Take time with the trill and decrease to the C.

M. 18. A loose arm, staccato. The articulation becomes progressively more legato to m. 19.

M. 24. Start the right hand less, then have motion over the stretch.

Mm. 25–26. Less of the inner parts.

M. 32. Divide the passage between the hands. Play five notes in the right hand; then four in the left hand, four in the right hand, and four in the left hand.

Mm. 33–34. Resolve E to the F.

M. 43. Voice the tops of the thirds.

M. 45. The top line is most important.

M. 47. No pedal on the last beat.

M. 51. Close the phrase on beat 2.

M. 59. Treat this flourish as a little cadenza. Then mezzo forte.

Mm. 60–62. Relax on the F of beat 2. It is a finish each time.



Mvt. 3. Allegro molto

More “offs”! Light-hearted in mood.


M. 1. The left hand is legato to m. 3.

M. 4. Don’t rush.

Mm. 4–7. Choose whether you want to swell these measures or build to the last note.

M. 10. No ritardando. Not sentimental.

M. 11. Not a long fermata.

Mm. 71–72. Hear the resolution of the B[image: Image] to C and of the D-F to C-E[image: Image].

M. 89. Push forward to m. 90.

M. 104. “Out” on beat 3.

Mm. 116–119. Voice the tops.

Mm. 134–135. Even eighths.

Mm. 152–155. Swell these measures, with the downbeat of m. 154 being the climax.

M. 159. A tempo.

M. 161. Pull back; it’s asking a question.

Mm. 165–166. No pause between these measures. Play as a contrast to m. 161.

M. 168. Less than m. 166.

Mm. 170–172. Crescendo these measures.

M. 173. Bright and shining. It’s a concluding statement.

Mm. 181–182. Crescendo to the C major chords.




TWENTY-TWO

FRANZ LISZT

I think Liszt was a grandiose man. He was what you call a showman in the best sense of the word. His emotions were varied and rich. His interests were so great about literature, the Sonetti del Petrarca and Après une lecture de Dante, looking at the beauty that he saw, Aux cypress de la Villa d’Este, Années de Pèlerinage. He became an abbé. Look at the pieces he started to compose, such as St. François d’Assise. He was a deeply religious man, although he sometimes lived a sinful life. But he was generous, and you have that in his music. And he elevated the piano to this tremendous height. But he was generous in spirit, receiving Grieg and reading his music and was kind to him; and he taught for free, always for nothing. And of course, because of my training and my upbringing, he played an enormous role in my life. For Busoni, Liszt was the greatest of the masters, and, therefore, Busoni patterned himself after Liszt. Because Liszt was interested in everything, so Busoni was. Kestenberg even wore his hair like Liszt.

Liszt created the songs of Schubert for the piano, not to show himself but to make the songs heard. He transcribed the Beethoven Symphonies. At that time, not everyone knew them. He publicized these pieces; he played them. He’s remarkable, absolutely remarkable. He has a great place. He wrote a lot of pieces that are not so good; but at his best—his Sonata, his Dante, his Mephisto Waltz, his Etudes—he’s fabulous. He has an important place in the history of the piano, of pianists, of music.

APRÈS UNE LECTURE DU DANTE


Mm. 1–2. Very energetic and bold. Always a sharp attack to the second of the repeated octaves—ta-da! Hold back in the first measure; then push to the bottom of the phrase.

M. 2. Use two or three changes to clear the pedal.

M. 3. Start the line with less arm weight.




IMAGES AND INTERPRETATIONS

STUDENT: Do you want to say anything about the relationship between the Wanderer Fantasy and the Liszt Sonata?

PRESSLER: No, we don’t have so much time. There is certainly a big relationship. I mean, Schubert, when he wanted to be a virtuoso, tried in the Wanderer Fantasy, but it was not one of his most successful pieces. That’s the most interesting part. It’s a great piece because, with Schubert, what he has to say in the slow movement is magnificent, but the whole piece is not his best.

Liszt here is at his best. I mean, everything that he represents is in that piece: the amorous, the religious, the showman, the influence, the example, the role model, everything is in that piece and is held together, unified. I mean, this piece can have an enormous impact on a musician, not just for an audience. When they hear fast octaves, they’re always impressed. They cannot do it, so that is okay with them. But that is not the point. The piece is really a great piece and makes enormous demands, but it takes time, it takes thought. All your good practicing will help, but there is so much more to be found. And so much more variety to be expressed, because he, as you can see, expresses so much.

STUDENT: I wonder if you would just say something about what it would mean to you to interpret a piece. I feel like, between the demands of the composer and the demands of the instrument, then for me to put in more of myself seems to be where I always go wrong.

PRESSLER: No, no. First of all, before you put yourself into it, see whatever his demands are and what you can do with them. You only become personal after you have exhausted your maximum and when you know you have done everything the composer has asked you to do. Then you can say, “Now let me make sense of it, in my way.” And then you try to make sense of it. And then you listen to yourself and then you find, “Can I like it? How can anyone else like it if I don’t?” So you do have to find a way of liking it, yes? That’s difficult. And as I say, this is a piece that can very, very easily seduce you to many wrong things. It can inspire you to many right things. It’s a grandiose piece, and we can study to find out if he was influenced by Wagner or if Wagner was influenced by Liszt. What’s great in Wagner? We love Wagner. What’s great in Liszt? We love him, but in principle, we don’t care if he was influenced or not. STUDENT: When you’re learning a piece with such a vast canvas as this or when you’re learning a piece with a tiny canvas that has a program to it, do you think it’s helpful to study or imagine the programmatic aspects, like the fate, before learning it, or is it better to get the craft and count it right, and so forth?

PRESSLER: That’s absolutely the must.

STUDENT: So get that first before you get into the program.

PRESSLER: Absolutely. And then, actually, everybody can have his own program. I have a student who’s very religious. He is Greek Orthodox. He travels throughout the country trying to show the salvation of people through that sonata. He shows how the devil was tempting, and he shows many other things. It’s wonderful. I listen to it with pleasure. I’m not Greek Orthodox, so I don’t think that way; but he thinks that way, and he finds his answers that way. And he comes to these conclusions, and these chords become very meaningful to him; and he comes to that end, and he feels salvation, and people love when he talks about that. And when he plays it, it’s lovely. So, he found his way of doing it, and Horowitz found a different way. I don’t know what his way was or what stories he told himself, but the story Horowitz tells us is devastating, great, magnificent, controlled, and wondrous, absolutely wondrous. STUDENT: Would you recommend that the student needs certain literature of this period to stir the imagination after they’ve learned the piece? PRESSLER: I will tell you, after he learns the piece and it didn’t stir his imagination, don’t give him anything. It won’t help him! It’s like somebody looks up into the moonlight and says, “Isn’t that beautiful?” Of course, it is beautiful. You see it, you feel it, but who can explain the beauty? Now, the more you are erudite, the more you know about things, then, of course, the more you see it, the more you recognize it, and the more you put into it. But a great deal comes spontaneously. I mean, G-E- B[image: Image] -D, G-E-B[image: Image] -C; I don’t think that needs to be explained.

STUDENT: I just want to make sure that you’re differentiating between the idea of a program and the idea of an image, right? Because very often you use fabulous imagery in order to get a touch, a certain quality of sound. So that’s very different from having a program.

PRESSLER: Yes, I’m trying to use some kind of a picture for the student to understand what would explain that particular place. Now, he can visualize the Grand Canyon, or he can see [an image] in Switzerland. I don’t know where he sees it or what does it, because I don’t know if they told me these things when I studied the Sonata. I mean, when you play music and you do it, there is something in you–or is supposed to be–that starts to awaken certain feelings. If you are aware of what they are and if you can control them, that’s wonderful.

But let’s say you can’t control them. I mean, there were certain places in music when I used to play them, I felt like the bull feels when he sees that red cape. I was rushing every which way. I couldn’t help myself. And then I heard myself on tape and I thought, “My God, how ridiculous,” and I sought to get a distance. But each time I came to play it, inside there would be that soaring and desire and drive, and then I had to learn to control it. Controlling doesn’t mean to suppress it but means to refine it. It means to express emotions in a way that one can live with them. Your emotions have to be in the service of something; and if it is only in your service, you minimize the significance of the piece. Because however big you are, you’re quite small next to [the Liszt Sonata]. And imagine how small you are next to Schumann. Even Liszt would acknowledge that. Actually the Sonata is dedicated to Schumann. There couldn’t be a greater compliment than that.




M. 5. Sustain the right hand.

Mm. 14–15. Touch pedals on the two chords.

M. 20. Full body weight in these fortissimo chords; they have meaning.

M. 28. Pull back slightly as the line descends.

M. 29. Begin pianissimo and crescendo slightly in m. 31.

M. 34. Delay the As.

M. 47. Begin again with the last sixteenth of the measure.

M. 52. Accent the A downbeat.

M. 64. Decrescendo to beat 4 to close the phrase.

M. 66. Start.

M. 76. Clear.

M. 77. Start the octaves. A clear accent on the Ds [beat 3]. Show the meter.

M. 79. Clear accents on the bass notes.

M. 80. Push to m. 81.

M. 81. Push to m. 82.

M. 83. Broaden the tempo on the octaves.

M. 85. “Out,” then “in” on the E[image: Image] octaves.

Mm. 88–89. Pull back after the E[image: Image]; then push forward.

M. 102. Broaden leading into m. 103.

M. 103. Create the sonority with full body weight.

M. 128. Color the chord.

M. 136. Depth of tone, very rich.

M. 140. Push forward.

M. 147. The two-note slurs are sighs.

M. 150. Sforzando on the D downbeat.

M. 153. Crescendo to the A[image: Image].

Mm. 154–156. Inflect following the shape of the line. Decrease all the way to the C[image: Image] of m. 157.

M. 167. Sing the left-hand tenor line.

M. 175. Start again.

M. 178. Broaden before the D major chord; then begin a sweep. Crescendo all the way to the top, and play the last interval with the right hand.

M. 181. Go forward; don’t hold back so much this time.

M. 187. Resolve to m. 188.

M. 202. Save. Don’t begin the agitato too quickly.

M. 213. Broaden into the più mosso.

M. 214. Sforzando on the downbeat.

Mm. 231–233. Phrase beats two and three into the downbeat.

M. 235. Crescendo to m. 236.

M. 303. Start the octaves mezzo forte. Push the tempo each time to the top.

M. 315. Broaden into m. 316.

Mm. 327–328. Push forward.

M. 329. Broaden.

M. 339. Start mezzo forte.

M. 341. Come down to mezzo piano.

M. 342. Stay close to the key for great control.

M. 352. Start again.

M. 356. Start slowly in pianissimo.

Mm. 364–368. Leave room for an overall crescendo throughout the phrase.

M. 372. This D major chord is the arrival point.




TWENTY-THREE

WOLFGANG AMADEUS MOZART

Mozart. When we speak his name, the smile immediately comes to the face because he meant so much to everyone. He meant so much to Beethoven, yes? Mozart is heaven on earth, especially when you play his piano concerti. And some of the chamber music, like the Quintet for woodwinds, is as heavenly as that. He is in direct contact with your heart, because his music is supposedly—you have to use quotation marks—“simple.”

But if it’s so simple, why don’t other people write it? Wonderful music. But in this simplicity, he, in two or three notes, expresses his feelings, and his feelings are going direct to your feelings. And he is romantic, in a classic sense. He is brilliant, a virtuoso in a classic sense. He creates for each concerto a new form, which is wonderful when you look at K. 271 or how he created in the very last, K. 595, that sense of resignation.

I’m glad we have a Mozart. I was once asked, “What would you do without Mozart?” And I said, “We could live without Mozart. After all, there’s Beethoven and there’s Bach and there’s Handel and there’s Brahms. But without Mozart, we will have to walk through life. But with Mozart, we can fly.”

SONATA IN B-FLAT MAJOR, K. 281


Mvt. 1. Allegro

M. 1. Be sure the trill connects into second beat. Ease out of the trill with a decrease of speed. The line must be full of color. Let the wrist follow the curve of the melody, and add color to the passages.

M. 3. The two chords must relate to what’s come before. Full sound on the G and F. Touch each chord with pedal. The thirty-second-note figure must be played with a relaxed hand following the pattern of the notes. Keep the wrist free to move.

M. 7. Strum the chord. The forte is not such an extreme contrast with the piano. Think emotional change rather than volume. Full arm weight is never used.

M. 14. A slight break before bringing in the ultimate B[image: Image] -D-F-D.

M. 16. Bring each hand to a close with no extra space within the octave leap.

M. 17. Move the phrase forward through the Cs.

M. 20. This measure answers m.18.

Mm. 22–26. Practice the skeleton chord progression through this passage. Not so brittle-sounding.

Mm. 23–25. Use the wrist on beat 4 to synchronize the hands.

M. 29. Diminuendo as the line descends.

M. 35. The D is the resolution of the E[image: Image]. It must relate; not so short. M. 35–37. Stroke the left-hand notes.

M. 41. Place the graces on the beat.

Mm. 48, 50, 52. The left-hand starting notes are not so loud. Play the scales with some freedom, rhythmically and dynamically.

M. 68. The second figure is an echo and slightly slower.

M. 69. This figure descends slightly broader and leads back to the return.

M. 109. Close the phrase.




Mvt. 2. Andante amoroso

M. 1. Swing to the downbeat of each measure. Feel the meter.

M. 7. Diminuendo to m. 8.

M. 12. Only mezzo forte. Press into the right-hand E[image: Image].

Mm. 14–15. The chords are not short.

Mm. 16–20. Hold it together in four-measure groups. Don’t take time to breathe between every two measures.

M. 17. Grace notes on the beat.

Mm. 25, 33. These grace notes are played as even sixteenth notes.

M. 27. Think mezzo forte; not so loud.

Mm. 45–46. Close the phrase; resolve.

Mm. 47–48. Connect the octave B[image: Image] leap.

Mm. 48, 50, 52. Different B[image: Image]s each time, according to what follows.

M. 53. From the key, not harsh.

Mm. 99, 101. Decrescendo each measure.




Mvt. 3. Rondeau: Allegro

M. 1. Maintain an even tempo throughout. Relax the arms.

M. 3. Decrescendo with the descent of the line.

M. 7. Graces are played on the beat.

Mm. 7–8. Connect the trill to the B[image: Image] with no holes.

M. 17. Close the phrase.

Mm. 39–42. Closing notes for the trill each time.

M. 43. These figures should not all sound the same.

Mm. 52–59. The left hand is smoother, not so staccato nor accented. The accents belong only to the right hand.

Mm. 68–69. Voice the outer lines.

M. 70. Roll all the way from the bottom to the top; open the door.

Mm. 75–76. Shape the three-note left-hand figures.

Mm. 113 and 118. Even sixteenth notes, not smears. Lead into the trills easily.

Mm. 157–159. Each measure is colored slightly differently and should sound spontaneous.

Mm. 159–160. Time is needed to close the entire movement. Play the cadence slower.




TWENTY-FOUR

SERGE PROKOFIEV

[image: Image]

Fig. 24.1. Sonata No. 7, Op. 83, Complete Prokofi ev Sonatas © Kalmus Editions. All rights reserved. Used by permission of Alfred Publishing Co., Inc.

Prokofiev has had an enormous, enormous impact on me and on the piano repertoire. To begin with, by learning his works and playing his Third Piano Concerto, which I did a number of times, and playing all the sonatas, which I recorded for MGM, and editing the ninth for publication by Leeds Music, I thought he was an enormous composer, and now I think so even more so. His music has an excitement and the special colors of folk tunes and marches and many playful elements. His sonatas reflect his varied moods from romantic to rhythmic and percussive. I feel his music is incomparable.

SONATA IN B-FLAT MAJOR, NO. 7, OP. 83


Mvt. 1. Allegro inquieto

M. 1. Non- legato. Driving, intense.

Mm. 7–23. One large crescendo.

Mm. 12–20. Crescendo to each accented B[image: Image].

Mm. 20–23. Crescendo to the fortissimo.

M. 24. Pedal each first beat.

Mm. 40–41. No false accent on the right-hand G[image: Image]s.

M. 44. Downbeat like a sforzando. Then a new start after the downbeat.

M. 50. The F-E-D-C like a glissando.

Mm. 59–60. More pedal.

M. 64. Still fortissimo.

M. 65. A new mood. Horns.

M. 69. A different orchestration.

Mm. 81, 83, 85. Swing into the high Bs.

Mm. 87–89. Swing into the left-hand downbeats.

M. 89. Climb to the A[image: Image].

Mm. 103, 106, 110. Start lower than the accent each time.

Mm. 103–105 and mm. 106–109. Decrescendo as the line ascends.

M. 119. Make it more important [mezzo piano]. Hear the bass A up to E[image: Image] [m. 20] and back to A again [m. 124].

Mm. 124–128. Hold together better.

M. 129. Do not rush.

M. 143. Decrescendo as the line descends.

M. 147. Take the E[image: Image] and D[image: Image] with the left hand.

M. 148. Take the C[image: Image] with the left hand.

M. 149. Resolve the A[image: Image] to G.

Mm. 153–154. A suspended low level.

M. 155. A suspended high melody.

M. 181. Crescendo the bass line D-E[image: Image] -E[image: Image] -F.

M. 189. Use the pedal to help create the tumultuoso effect.

Mm. 218, 222, 226, 230. Start each phrase softer.

Mm. 224–225. Crescendo.

M. 236. Sustain the Cs.

M. 257. Not so soft. It should rattle.

M. 260. Take the final D with the right hand.

M. 263. Take the final A[image: Image] with the right hand.

M. 274. Sing the left hand with the right hand. Still brittle.

M. 333. Hear the bass B up to F [m. 334] and back to B again [m. 338].

Mm. 334–335. Play the C[image: Image] -D like a glissando.

M. 359. Like coming awake. Start pianissimo.

M. 363. Take the A with the left hand.

Mm. 392–393. Get mad!

Mm. 395–396. An extreme crescendo.

M. 404. Take the A[image: Image] with the left hand.

M. 411. And away. Decrescendo; like “smoke.”




Mvt. 2. Andante caloroso

M. 2. Decrescendo from the A [beat 3] to the G[image: Image] of m. 3.

M. 3. Crescendo to the D[image: Image] of m. 4.

M. 10. Decrescendo to F[image: Image] of m. 11 [resolve].

M. 25. A new mood at the dolce.

M. 32. Work with each phrase of the variations. Follow the curving line. Be freer, although not very much faster.

M. 40. Like a melody; hear the canon.

M. 44. Hear the canon. Reach out to the D[image: Image].

M. 51. Crescendo the last beat to m. 52.

M. 52. A very big chord.

M. 53. Church bells start here.

M. 60. Follow the right-hand line with its underlying doubling in the left hand.

M. 63. Take the A[image: Image] with the left hand.

M. 73. Come down.

M. 87. Come up again melodically.

Mm. 102–107. Stretching the interval and the sonority to C[image: Image], to G[image: Image], to G[image: Image], and to E.

Mm. 106–107. Decrescendo to the final chord.




Mvt. 3. Precipitato

M. 1. Work with the repeating chords in the right hand to achieve a clear melody. Not loud. It’s like a driving piston power that will run over you.

M. 45. B[image: Image] is the first big moment.

Mm. 70 and 71. The left-hand G ends the motive.

M. 83. The espressivo is a relief from the driving character of the piece.

Mm. 119–126. Go to the accent.

Mm. 125–126. Use pedal.

M. 127. Big for the second time in the movement.

M. 171. This chord is a goal, so save for three lines before it.

M. 172. Crescendo to a big accent on the downbeat of m. 173.

Mm. 175–176. Crescendo to the last octaves.




TWENTY-FIVE

MAURICE RAVEL

Ravel and also Debussy were influenced by Liszt, Rimsky-Korsakov, and Balakirev, but their point of departure is indirectness of rhythm, form, and emotion. Ravel is cooler than Debussy, not as humorous or sensual, but often more erotic. Both are very, very special, and I immediately react if I hear a piece by Debussy or Ravel; I guess you have to be so inclined. The demands on the pianist are enormous, and perhaps the inside rewards are greater rather than the outside.

Ravel was not a performing pianist. He wrote difficulties for us to solve, so it is often necessary to find the best fingering to fit the hands.

GASPARD DE LA NUIT

You know, when you are in love with these pieces as I am, they are always fresh and they are always young. I remember the first time I was thrilled by it, and I am thrilled today by it.


“Ondine”

M. 1. Put the pedal down before beginning to play. Present a clear design, not too soft. At the end of the measure prepare for the entry of the melody. Experience it. Don’t teach it.

M. 2. Create a magical sound. Use the side of the thumb [left hand] for a gliding effect. The phrase says, “On-dine.” The right hand keeps going. Don’t slow down. The left hand has no accent on G[image: Image]. Play legato to m. 3.

M. 3. Color the D[image: Image]. Not the same as in m. 2.

M. 4. Decrescendo the D[image: Image] to the C[image: Image]. The B[image: Image] must pass the C[image: Image]. Not hurried on the last two eighths.

M. 5. Color the B.

M. 6. No accent on the A[image: Image].

M. 7. Not hard on the E[image: Image]. The last E[image: Image] continues to sing. The right hand cannot play so softly since it is preparing for the color change in m. 8.

M. 8. Right hand, a new color. Feel the A[image: Image] in beat four. Play the left-hand E and C[image: Image] as a two-note slur with a slight change of pedal.

Mm. 8–9. Play A[image: Image] -C[image: Image] -D[image: Image] -E[image: Image] -C[image: Image] as a phrase. Less right hand on the last beat of m. 9.

M. 10. Hear the register change for the left-hand melody. The right hand is like a silver thread.

Mm. 11–12. C[image: Image] -F[image: Image] is the first time to reach the F[image: Image]. D[image: Image] -F[image: Image] is the second time.

M. 13. In the right hand, relate the A[image: Image] to the G[image: Image] of m. 14. Decrescendo the B[image: Image] -C[image: Image] in the left hand.

M. 14. In the right hand, play more of the middle and less of the extreme registers. Slur the D[image: Image] -B[image: Image] in the left hand. Then crescendo the G[image: Image] - B-C[image: Image] to the D[image: Image] of m. 15.

M. 14. Right hand: use 4–2 on the G[image: Image] -E. Play the top downbeat D[image: Image] with the right hand. Decrescendo the G[image: Image] -B-C[image: Image] and connect tenderly to the next measure.

M. 16. Begin the right hand much lighter than the level of the left hand in the previous measure. Focus on D[image: Image] -C[image: Image] -G[image: Image]. Practice the left hand like Scarlatti.

M. 17. Press the right-hand chord. Use a brush stroke on the thirty-second notes.

M. 18. Listen to the left hand.

M. 19. Lightly press the chord.

M. 20. In this instance, piano means more. Crescendo the last three thirty-second notes.

M. 21. It never comes out in the sunlight. Play the left hand more crystal-like and shimmering.

M. 22. Play the left hand like a glissando. And don’t stop before the A[image: Image] of m. 23.

M. 23. Don’t play this as an exercise. The thirty-second notes should shimmer.

M. 24. The right hand takes the first third [C[image: Image] -E[image: Image]].

M. 25. When you have the octaves [right hand], I would love to hear both the thumb and the top note. Play the lower A[image: Image] of beat 3 with the left hand. Sing the last right-hand chord.

M. 26. Not loud. It doesn’t go to a forte. Hear a richer second within the chord. The right-hand D[image: Image] comes together with the left-hand B[image: Image].

M. 27. Quicker graces. Color the chord.

M. 28. Voice the top B[image: Image]. Play the last G[image: Image] to the C[image: Image] of m. 29 like a glissando.

M. 29. Too much retenu; it’s not natural. You don’t feel it fresh; you repeat it like a record—you must experience it each time when you play it. This is the height of sensibility, but you accent the notes. I hear a loud melody; I hear an arrangement by Liszt; I don’t hear the sensibility and beauty of Ravel.

M. 30. Be very subtle when you play the inner line B[image: Image] to B[image: Image].

M. 32. Play the right hand very clear. Play the left-hand legato with no accents. Phrase to the A[image: Image]. Then G[image: Image] -D[image: Image] to the D[image: Image] of m. 33. Have a new pedal for each measure.

M. 33. Phrase four notes to the D[image: Image] of m. 34.

M. 34. Phrase five notes to the C[image: Image] of m. 35. Then decrescendo the B[image: Image] to the D[image: Image] in m. 36.

M. 36. Reach to the high note of the right hand.

M. 37. A slight fermata on the A[image: Image] [beat 3]. Play the D[image: Image] [the 15th of the thirty-second notes] with the left hand.

M. 38. No false accent on the C[image: Image] octave. Stroke the C[image: Image] -F[image: Image] -E[image: Image] melody.

M. 41. Left hand, be aware of the left-hand line. Play the A[image: Image] -D[image: Image] with reversed hands [the fifteenth of the thirty-second notes]. At the end of the measure, prepare the entry of the melody.

M. 42. No pedal on the last beat of the measure.

M. 44. Caress the keys pianississimo over the top of the right-hand passage. Be sure to hear the melody. Close the left-hand D[image: Image]. No ritardando into m. 45. Only a slight hesitation.

M. 45. Play the left hand as an expressive legato. On beat 4, color the octaves between the hands.

M. 46. I would make a diminuendo going up. Thin out the texture in each register change.

M. 47. Phrase the left hand like the opening.

Mm. 49–50. Hand redistributions. The left hand takes the fourth, seventh, and eighth thirty-second notes. The left hand takes the high G.

M. 52. The right hand is like spurts of water. The left-hand melody is legato.

M. 54. No ritard.

M. 55. A delayed downbeat. The first beat is like a harp. Then don’t hesitate before the next measure. It’s going there!

M. 56. At the end, the right hand thins out to nothing so that when you get to the top, the ear of the listener goes to the left hand and he hears the melody.

M. 57. Voice the bottom of the right-hand passage while the left hand voices the top of the chords. Change the pedal according to the bass notes. Hear the E and the D in both the left hand and the right hand.

M. 58. This is the second time for the E-D.

M. 59. At the top of the crescendo, use every note.

M. 60. Color the second beat [left hand]. On beat 4, hear the C[image: Image] -B[image: Image] between the hands.

M. 61. Hear the left-hand D going to the D[image: Image] of m. 62.

M. 62. Beat 2, not too slow so as to relate to the downbeat.

Mm. 63–65. In the right hand, begin voicing the tops, and then add the thumbs [m. 63]. Then add the inner notes [m. 64], and then add the left-hand [m. 65].

M. 64. Use the sostenuto pedal to open up the sound.

M. 66. Practice the right-hand melody in the thumbs and the fifth finger. You haven’t practiced the separate hands. It has become a fossilized piece for you. You have to re-create it. Voice and hold the right-hand melody notes. Color the E[image: Image] [beat 3] warmer. Use the sostenuto pedal for the bass B and then the G[image: Image].

M. 68. There’s no ritardando, but there’s sensitivity galore. Not too softly.

M. 69. Color the A[image: Image]. No ritardando.

M. 70. No, it isn’t Liszt; it’s what Heifetz does—it goes right through the heart. It’s not a piano player “plink, plink.” This is the most beautiful glissando that you can imagine [G[image: Image] -G[image: Image] -F[image: Image] -D[image: Image] -A[image: Image]]. It shouldn’t have this roughness; it’s quiet going up. I need to hear the A[image: Image], but you come a half-hour late in the left hand. It’s the downbeat, but you don’t get there. There are no secrets here musically; it’s plain on the face of the piece.

M. 72. Now you do really a bad sin for which you have to go to church. You played a glissando, and he said, “le plus piano possible.” But you did it “Reyeaaaahhhh!” Just caress the piano. I play the glissando with my whole hand; shape the hand, so that the thumb supports the second finger. No pressure; use little arm weight.

M. 73. Come down; whatever became loud comes back. Hand redistributions.



[image: Image]

Ex. 25.1. m. 73


M. 75. Hand redistributions.



[image: Image]

Ex. 25.2. m. 75


M. 79. Color the A[image: Image] darker.

Mm. 80–81. Slurrings in the left hand to beat 2 of m. 80, then to the downbeat of m. 81.

M. 82. Play the left hand expressively.

M. 85. A deeper B.

M. 87. The A is a teardrop. Pass by the B [of m. 86], and then resolve the G[image: Image] to the A.

M. 88. Start mezzo forte, then more virtuosic. After the first high C, it’s less and less. Then start coming down from the high B[image: Image].

M. 89. Hear G-F, G-F, G[image: Image] -F[image: Image], C[image: Image] -D[image: Image]. Then hear C[image: Image] -D[image: Image] in m. 90.

M. 92. Not nervous. Not so active. Diminuendo each one.

M. 92. Like waves.

M. 93. Diminuendo to the top and no hit on the last note.



You compartmentalized it. You put it into compartments, and then you put the box away and it lost the flavor. It was not any more a fresh flower. It was an old flower that has wilted but that reminded you of the fresh flower.


“Le Gibet”

M. 1. The repeated B[image: Image]s are “in-out,” and the thumb stays.

M. 3. The right hand plays the first F. The melody is in the left thumb.

M. 7. The F[image: Image] is sensitive, soft, like a threat.

M. 10. Hand redistributions. Voice the right-hand thumb.



[image: Image]

Ex. 25.3. m. 10


M. 12. Not such thick sounds in the right hand. More tops. Color the chords. Keep the bass in the pedal.

Mm. 15–16. No voicing in the middle line.

M. 20. Play the bottom two notes of the right hand together with the top two notes of the left hand. Then the top two right-hand notes with the left hand’s upper note. The middle line is bells getting angry.

M. 21. Beat 3 is the first G[image: Image].

M. 22. Beat 1 is the second. Beat 3 is the third. Color each one. Play the last two beats freer.

M. 29. Swell to the downbeat [right hand].

M. 31. Melody is doubled, richer.

M. 32. Change the color, but still pianissimo.

M. 34. Color the chord.

Mm. 35–36. Bells in the top line.

M. 38. Sensitive beats 1 and 2. Then expressive going to m. 39.

M. 40. The low B[image: Image] octave is nothing. Use flatter fingers in the right hand.

M. 45. Maintain the pulse.

M. 51. Play the last B[image: Image]s [beat 4] with the left hand.




“Scarbo”

M. 1. Don’t begin too quietly.

M. 2. An exact eighth rest. The right-hand chord is more important that the repeated notes. Sear the chord. Relax the left arm.

Mm. 4–5. No holes in the tremolo. Just vibrato. Always diminuendo.

M. 5. Voice the chord.

M. 6. Release the right hand, and then lift the pedal very slowly.

M. 16. Voice the chord.

M. 22. Have a breath following this measure.

Mm. 23–29. Play the tremolo regular and even.

Mm. 32–33. Phrase out on the E [m. 32]. Don’t hit the third chord, but grab it. Hand redistributions.

Mm. 35–36. Ring the third chord. The right hand helps with the sixteenths.

Mm. 37–41. Hear “Scar-bo” [A[image: Image] -E[image: Image]].

Mm. 50–51. The G[image: Image] resolves to G[image: Image] and the C[image: Image] to the B.

M. 52. Use 2–1–2–1–2 right-hand fingering.

M. 65. Color the thirds. Espressivo. More on the E[image: Image].

Mm. 73–74. Right hand, close to the keyboard, not from above. Hand redistributions.



[image: Image]

Ex. 25.4. mm. 73–74


Mm. 80–81. Swell these measures.

M. 93. Like a glissando.

M. 94. A relaxed chord.

Mm. 94–98. Fingerings for repeated notes.

Mm. 102–108. Hand redistributions that make the passage secure and climactic. Have less accelerando and more sound.



[image: Image]

Ex. 25.5. mm. 102–108


M. 113. A warm sound.

Mm. 116–119. Fade the D[image: Image]s into nothing.

M. 121. Not too high off the keys.

M. 122. Relax the right arm. Redistributions.

Mm. 122–130. The right hand takes the E [the fourth sixteenth note] every time.

M. 133. In time; color the chords.

M. 142. In time; color the chords.

M. 155. Love the note [G[image: Image]]. Voice the chord.

M. 168. Right hand, from far away. Use 4-2-1, 5-3-1 fingering.

M. 174. Come back in sound.

M. 179. A higher level.

M. 190. Think of swelling the chord as if it’s alive.

M. 195. Left hand, each one more.

M. 202. Begin building.

M. 204. More. Play with the whole arm.

Mm. 205–207. Hear the different registers.

Mm. 212–213. Left hand passive, not active.

M. 214. Right hand “out.”

Mm. 232–234. Hear three bars. Don’t lose the meter.

M. 235. Right-hand fingerings [3-2-1-2-3].

M. 244. Voice the tops of the chords.

M. 256. This is Scarbo being a gentleman. A freer tempo, it’s beginning.

M. 268. From far away.

M. 271. No crescendo.

M. 272. Hear the register change. Less sound.

M. 278. Color the G[image: Image] -B[image: Image].

M. 291. The beginning of the phrase, not the end.

Mm. 309–311. Practice the coordination of the hands by tapping without playing the notes. Don’t rush.

Mm. 314–317. Schizoid character.

M. 318. Contrast. A different character.

M. 323. A different character than before.

Mm. 325–326. Relate to the first entrance of the theme.

M. 328. Warm.

M. 333. More sound.

M. 334. The low A is a gong of sound.

M. 339. Accent the low G.

M. 346. More expressive. Ring the left-hand chord.

M. 348. The right-hand chord rings.

Mm. 353–357. Hand redistributions.



[image: Image]

Ex. 25.6. mm. 353–357


M. 367. Like a tympanist.

M. 380. Less active.

M. 382. Stand still. This is the low point.

M. 389. Hand redistributions.



[image: Image]

Ex. 25.7. m. 389


M. 395. It asks a question.

M. 398. Decrescendo.

M. 418. Feel the meter of each bar.

M. 427. It’s dying away. Don’t show the changes of register.

M. 430. The left hand plays the D[image: Image]s. Feel quarters, not eighth notes.

M. 431. Sing the melody.

M. 433. The left hand plays the upper notes.

M. 436. The left hand plays D[image: Image] -E.

M. 437. Expressive thirds.

M. 441. Color, like a harp.

Mm. 445–447. As if time stands still.

M. 448. A low point. Show the shape of the seconds. More left hand.

M. 460. Keep the B in the bass.

M. 475. Use less pedal as you descend.

M. 544. Hear the chromatic line between the hands.

M. 592. Not too loud.

M. 593. Legato right hand.

M. 620. As if a halo over the F[image: Image].

M. 623. Right hand, not too comfortable.

M. 627. An “out” gesture.



LE TOMBEAU DE COUPERIN


Prélude

Mm. 1–2. Continuous right hand to left hand. Pluck the left-hand Es with fingers only.

M. 2. Play the crushes more like an accent than five notes. The left-hand G-As are very quiet.

M. 5. The melody begins, therefore, no accent.

Mm. 5–6. The tenor has two-note slurs.

M. 8. Softer, as an echo, since it is the repetition of the group.

M. 9. The third time begins a longer phrase.

Mm. 14–15. No inflection. Resolve the right-hand C[image: Image] to B and the A to G. Relate the melodic content of each one-measure phrase.

M. 21. Leave room with a slight decrescendo for the new melody. Relax the tempo slightly.

Mm. 25–28. A richer left hand as it steps down followed by the final E.

M. 28. “Whistle over the top.” Let the momentum carry you.

M. 29. Return down with a little slowing. Resolve the B [middle of the measure] to the A of m. 30.

Mm. 29–30. Hear the V-I cadence.

M. 34. Hear two different left-hand Ds. Color the chord.

Mm. 58, 63. No inflection in these measures.

M. 66. Hear the V-I cadence to m. 67.

M. 77. A higher level than m. 28.

Mm. 79–80. The left-hand long-note As are not harsh.

M. 83. No accents.

M. 87. Begin the line.

Mm. 88–89. Try alternating the hands [left hand plays A-B-A-D]. Hear E-B, E-B.

Mm. 91–92. Like a glissando.

M. 93. The hands shake within the key for the trill effect. Sustain all notes in m. 94. Then release all but the chord notes.



Fugue

Dispassionate, like three monks singing in a monastery. There are only two fortes in the entire piece.


M. 57. Right hand, let it run out. Settle.




Forlane

M. 1. Full of style and color. It’s a dance.

M. 64. Decrescendo to m. 65.

M. 66. Crescendo to m. 67.

M. 68. Decrescendo to m. 68. M. 81–82. Not dry.

Mm. 91–92. A swell in these measures.

Rigaudon

M. 3 and following. Finger pluck the low notes.

M. 23. Crescendo to the accent.

M. 25. With pedal.

M. 66. Color the B[image: Image].

M. 85. Mix the sonorities with pedal.

M. 117. Con pedal.

Mm. 127–128. Sharply defined.




Menuet

M. 1. The phrase floats in. Think a long line.

M. 56. Surge [crescendo] to the fortissimo of m. 57.

Mm. 124–125. Play the lower part deliberately.

M. 125. A gentle accent.

M. 126. The trills are like a flutter.




Toccata

Practice all repeated notes. Pull the fingers to get out of the way.

M. 1. No matter how fast, it is never hasty, always even. One pedal for the first two measures.

M. 3. From the E sneak into F[image: Image] -E-D-E. Don’t inflect the B.

Mm. 4–5. Practice with a very free wrist. The right hand is just a wrist throw, not the arm.

M. 5. The theme begins. Tap the pedal on first beat.

M. 21. Reach for the left-hand D-A. Don’t jump. Make it part of a four-measure phrase. Touch the pedal on the downbeat.

M. 33. Color the new key. Hear all the keys you move through.

Mm. 35–37. Play the D, C, and D with the left hand.
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Ex. 25.8. mm. 35–37


Mm. 40–42. Use alternating hands on the repeated notes.



[image: Image]

Ex. 25.9. mm. 40–42


Mm. 53–56. The left hand changes touch. Start short, becoming longer. Close the phrase with a slight rallentando.

M. 57. A Ravel touch. Not dry, but with pedal. Slower. Practice the left hand alone, very close to the key. Hear every note. Make a long line. Practice together for the octave melody.

M. 58. The right-hand B is an upbeat.

M. 66. Both hands crescendo.

M. 70. The left hand plays “out-in.” The right hand is a clangy effect.

M. 71. Hear a clear top line.

Mm. 78–80. Practice the repeated notes with close fingers.

M. 94. Diminuendo and pull back slightly to make room for the melody.

M. 96. Practice the left hand for a Ravel touch, like a silk glove.

M. 103. Begins a variation of the preceding. Give clear shape to the melody.

Mm. 105–106. Diminuendo.

M. 113. Begin again.

M. 121. Pull back slightly.

M. 122. Un pochissimo meno mosso.

M. 126. Less than m. 122.

M. 147. A new start. It’s the lowest point.

M. 154. Practice the repeated notes between the hands.

M. 155. How proud Ravel must have been to discover how to play the melody and the toccata together. Lean into the top, but hear all notes.

M. 181. A slight “phraselet” before this measure; a mental breath.

M. 190. Crescendo, then play m. 191 with arm weight. No noise, just pure sound.

M. 227. The E tympani has waited 200 measures for this entrance. Start mezzo forte.

M. 230. Slightly less to be able to build.

M. 243. Broaden slightly.

Mm. 246–247. The E chords begin. Build from here.

M. 249. Crescendo to the chord in m. 250.

M. 250. No ritardando and no extra time.



PIANO TRIO IN A MINOR

The Ravel Trio is certainly a masterpiece of the twentieth century. As a trio it is unique because it is so integrated that each movement is written for an instrument called “trio.” One would really do well to study the integration because the writing for each instrument, where balance plays an immense role, is unique. There is no other trio that I know that is written as completely where at one point or another you shouldn’t hear the individual instruments. Yes, you can hear in the opening that the piano plays, but as soon as the three play together, it should be really like one. I have played it many, many times, and recorded it many times, but when I start the piece, it hasn’t failed for me not to feel an awareness of something very special running cold down my spine. To me it speaks in very direct terms of how beautiful that piece is. Technically, it is a challenge and will always remain a challenge, no matter how great the player, because you must concentrate on the other players, not just on yourself. So, the Trio is really something truly special, and even within the works of Ravel, it plays a very special role.

[image: Image]

Fig. 25.1. Piano Trio in A minor

Mvt. 1. Modéré

A transparency is needed so all parts can be heard. Also, a tremendous palette of colors is needed. The hands must sometimes be loose and light and at other times very strong and forceful. Sometimes very slow attacks as if stroking the keys, at other times very sharp attacks. Perhaps play a little slower than a usual modéré, to give the depth of feeling and to hear all the colors. Ravel’s metronome marking gives the dance-like feeling he wants, but, on the other hand, there is a mood of nostalgia that is so touching and beautiful.


M. 1. Very gently lift the first chord and drop on the second. Diminuendo the three left-hand Es.

M. 4. Diminuendo before the strings’ entrance.

M. 10. Diminuendo.

M. 31. Piano, follow the strings’ dynamics. Diminuendo.

M. 37. Violin, crescendo to the B. Then play diminuendo.

M. 38. Piano, time the downbeat to match the cello entrance.

M. 52. The harp-like figure must diminuendo.

M. 53. Piano, not late on the downbeat. Otherwise, the strings don’t know where you are. Strings, less on the F[image: Image]. Time must stand still.

M. 61. The piano is harp-like. The violin is too naked, too crass.

M. 67. All parts hold the tempo leading into m. 68.

Mm. 81–82. Piano, continue to bring out the top Es.

M. 83. Cello, listen for the violin’s G and join. Very light on the A. Otherwise you make us listen to the A.

M. 84. Cello, slide from the E down to the G.

M. 89. Piano, be sensitive on B-C[image: Image] -E but in tempo. Without ritardando.

M. 104. Violin, crescendo to the F of m. 105.

M. 105. Violin, give a sign when to move on beat 7.




Mvt. 2. Pantoum

Very steady piano accents are needed to hold it together.

M. 31. Play the downbeat with an accent.

M. 38. Cello, no ritardando. You sound like you’re running out of gasoline.

M. 47. Piano, be steady to hold it together.

M. 61. Piano, more.

M. 70. Piano, diminuendo.

M. 73. Cello, less than m. 74 for the contrast.

M. 85. Piano, don’t sit on the third beat. It’s less. Release the chord.

M. 124. Piano, I’m not pleased with your sound. Not “dah!” Hear the harmonies, not just the melody.

M. 130. Violin, each two-note slur is less.

M. 132. Strings [at Square 12], play toward each other. Be aware.

M. 138. Piano, the low E[image: Image] is piano. Leave room for the strings.

M. 140. If there is a ritardando, it must be within the framework of the piece. [Pressler sings how it should be.] Do it more with the diminuendo than with the time.

M. 140. A new kind of sound from the strings [at Square 14], one we haven’t heard before in the piece. We had it in the piano at m. 124 but not in the strings until now. And there it should be especially beautiful. Greenhouse, who was my cellist for thirty-two years, used to say, “Menahem, here’s your song.” It could even take a little more time. What I would like is that you take time to change the color, time to feel what you’re doing. Violin, don’t accent any notes. Go from the low to the high, and don’t accent the high open string so that we don’t hear an open string. At one measure after Square 14, a little diminuendo between the G and the F and between the E and C [two measures after Square 14]. Can we somehow coordinate our vibrato? Vibrate in the same place, in the same amount.

M. 143. The piano must be less. Leave room for the strings.

M. 166. The piano is less also.

M. 173. The glissando must diminuendo to match the strings.

M. 187. Cello, you must always have something left over when you are on your own. You must play with some voice so that you have room to come down.

M. 198. Strings, lean on the triplet but don’t accent.

M. 217. Start the crescendo from a piano.

M. 226. Strings, why do you play a longer note on beat 3? The same length, only with an accent. [The player asks about the down bows, which are indicated. Pressler says that this may have been suggested by the ones who played the premiere who were very fine players. It’s more natural sounding. It gives a better accent.]

M. 235. Piano, you are so loud!




Mvt. 3. Passacaille

M. 1. Piano, too loud. Start on the key so that you pull the note out. Don’t hit. Use a legato, overlapping sound. When you play, can you have this heartbeat inside you? And always, after a long note, start softly. Otherwise, you accent.

M. 12. Still pianissimo.

M. 13. Cello and piano decrescendo to beat 2.

M. 23. Violin, in order for you to resolve better, give more on the A. Lean on it, then you can release the B.

M. 33. Piano, breathe before this entrance.

M. 36. The piano must strengthen in response to the cello in the previous mea sure.

M. 49. The piano chords are legato, not separate accents.

M. 53. The cello is important.

M. 57. Listen to each other for the timing of the downbeat.

M. 80. Cello, don’t come down so far. Leave some room for the piano to enter.

M. 81. Piano, leave yourself some room to still go down.



Mvt. 4. Finale

When you practice, listen for the places where you continue each other. [Pressler interrupts the group many times, insisting on correct rhythms, correct triplets, and all the chord notes from piano and strings.]


M. 1. Violin, play the notes clearly so the piano knows where to come in.

M. 6. Diminuendo.

Mm. 9–10. Piano, never fast on the eighths.

M. 11. Violin, not a Russian player like you do, but French, not heavy. Cello, more of the chords. A richer sound.

Mm. 24–25. Violin and cello, use the grace note to create a kind of accent.

M. 29. [Pressler believes the right-hand beat 4 is C[image: Image], not C[image: Image].]

M. 30. A little ritard and then at least two beats for the glissando so there is a fermata.

M. 42. Piano, no accents in the line.

M. 45. Cello, no accent when changing trill notes. In principle, it’s behind the theme. It’s a kind of mystery that’s added.

M. 49. Have a poco ritard leading into Square 6. Start from nothing, no accent. Cello, not too active because at m. 54 the piano takes up the same figure behind the cello theme.

M. 58. The piano solo beginning at the end of the measure [the trumpet fanfare] is pianissimo. It’s difficult, but you must try very hard.

M. 66. A slight ritardando leading into the fortississimo. Then a clear downbeat together.

M. 72. Go down so far [to pianissimo] that you don’t hear the notes anymore. It murmurs.

M. 83. Like a piano solo. And never fast on the eighths.

M. 84. Violin, listen to the cello so that she can get her four notes in. She is close to it, but sometimes she has trouble getting them in, so don’t hurry.

Mm. 98–99. Piano, decrescendo each slur.

M. 120. Reinforce. It’s the symphony. It’s everybody, the whole orchestra.

M. 123. Piano, let them hear the five As so they know where you are. Keep one pedal until the end.




TWENTY-SIX

FRANZ SCHUBERT

Schubert—again the smile comes to the face, because he is divine. It is the combination of a Mozart and of a song master and of a man who cannot stop seeing beauty. He can’t stop, so his pieces become long, longer, and longer, yes? He is the endless song. But, when you have the patience, I mean the inner patience to go through the piece and really live it along the way, you become older than you are. His pieces are tremendously rewarding, and the listener, the one who is open to it, is rewarded deeper than from anyone because he’s more direct going to the heart. You need less brain, you need less of anything but an open heart. It is probably not apparent that he is that innocent, but there is that innocence like in Mozart that comes out. It’s not the perfection of Mozart but the amount of beauty that he heaps on his music. It’s a garden with so many flowers that you look to the left and it’s green, and to the right it’s yellow, and there it’s blue, and this one is full bloom, and this is half bloom. It’s enormous. It takes such great control to play Schubert’s music. The timing has to be just right; the understanding of the harmonic relations must be right. And the inner timings, the heartbeat inside of him, continues, and it holds the whole piece together.

FANTASIE IN C MAJOR, D. 760, WANDERER


Mvt. 1. Allegro con fuoco ma non troppo

M. 1. Relax the body before beginning. The hands must be well positioned to support strong fingers. All other notes, though not as forceful as the top line, should sink to the bottom of the key bed. The eighth notes are lighter and played with an upward motion, moving to the quarter notes, which are played with a downward motion.

Mm. 2–3. Voice the top line B-C-C-C[image: Image] -D.

M. 3. Separate the two chords. And “out” with the arms.

M. 4. Play these chords slightly less, due to the relationship of the V7 chord to the tonic of m. 1.

M. 6. Play the first three sixteenth notes with the left hand.



[image: Image]

Ex. 26.1. m. 6


Mm. 8–10. Let the left hand help as in m. 6.

M. 13. Crescendo this measure. Then a breath, an air space.

M. 14. Lean into the E, then into the D[image: Image] [m. 15].

M. 15. Crescendo.

M. 16. Press forward during the repeated chords to the climactic E major chords in m. 17.

M. 18. Pianissimo. Maximum contrast with the opening, whispering.

M. 20. Decrescendo the first two chords. The half-note chord is like woodwinds. Wait and place it.

M. 24. There is a sweetness to this measure.

Mm. 24–25. Let the left hand help.



[image: Image]

Ex. 26.2. mm. 24–26


M. 25. Place the F chord. Now it begins to awaken.

M. 26. Place the C chord. It is slower, later, a different color than the F chord of m. 25.

M. 27. Start the sixteenths a tempo, but not as loud as in m. 29.

M. 32. Lean in. Take time to prepare the chord. Don’t hit. Crescendo up the line.

M. 34. In a state of suspended sound; don’t pump the rhythm. Hear the E going to D [m. 35].

M. 36. A tempo; not slow. Rotate the hands to bring out the thumb melody; don’t just poke at it.

M. 44. Pull back slightly for a clear cadence.

Mm. 45–46. Feel the change from portamento to legato and the difference in mood that results.

M. 46. Lean into the C and glide down to the G[image: Image]. Don’t accent the syncopations; it’s like a lingering on each note.

M. 47. Pianissimo. A new color, private. Sustain the lower Es.

M. 48. The left hand answers the right hand.

M. 50. The E-F[image: Image] -G[image: Image] opens up in sound leading to m. 51. Work on fingering.

M. 51. The flower blooms.

Mm. 51–52. Gracefully. Decrescendo.

M. 52. Pull back on the last three eighths.

M. 57. Lean into the E; don’t just hit.

M. 58. Color this E differently from m. 57.

M. 59. Phrase the octave groups C-A-G and B-G-F[image: Image].

M. 61. Hear the difference in register.

M. 62. Hear the mode change, mysterious, quiet, ominous. Sneak in with the left-hand octaves.

M. 63. The left-hand octave motive B-D-C[image: Image] has the same shape as when it appeared in the right hand.

M. 65. Open up the sound. Contrast A[image: Image] -C[image: Image] -B with the B-D[image: Image] -C[image: Image] of m. 63.

M. 66. The fourth-beat chord and bass note D[image: Image] must be clearly heard.

Mm. 68–69. Crescendo for maximum contrast. No ritardando. Hear the line [E-C-E-G-C-E] going up.

M. 70. Grand.

M. 71. A daring descent.

M. 75. Start the sixteenths less.

M. 83. Don’t just hit; give it meaning. Hear the A and then the B [m. 85].

M. 86. Swing into the left-hand chord.

M. 88. Hear the right-hand top notes.

M. 99. Resolve the C to B.

M. 102. Allow time for the left hand to crescendo to the sforzando chord. Then have a subito piano that descends to m. 103.

Mm. 107–108. Allow more time to reach the surprise B[image: Image]7 chord.

Mm. 108–109. Hear the shaping within the scale [m. 109]. Be sensitive to the B[image: Image] -A[image: Image] -A[image: Image] and give each note meaning.

M. 110. Constant changes of color and articulation. The last beat slows slightly.

M. 111. Play the octaves with two hands. Beats 3 and 4 ritard slightly and decrescendo.

M. 112. This is the bottom of the decrescendo. Without a care in the world. Don’t rush the last three eighths. More spacious.

M. 113. The last three eighths move upward, so crescendo.

M. 114. The last three eighths descend, so decrescendo.

M. 120. Go to the right-hand G. Place the bass G.

M. 121. Take time to place the low E[image: Image].

M. 123. Don’t rush the three eighths [G-A[image: Image] -B[image: Image]]. Mayb e a hair slower.

M. 124. Hear the bells in the upper voice.

M. 126. Design the three eighths differently each time.

M. 132. Crescendo to the downbeat of m. 133.

M. 133. Sweep the arpeggio down and back up.

M. 136. Play with a richer sound.

M. 137. Start the sixteenths lighter.

M. 140. Come back in sound.

Mm. 142, 144, 146. Shape each left-hand scale: crescendo the last beat of the right hand to the next bar.

M. 142. The last chord is an upbeat.

M. 143. Come back in sound.

M. 144. A two-note resolution. Reach to the high chord. Then the others are close to the key.

M. 150. Begin a two-measure crescendo. Don’t let octave displacements interfere with the long line.

M. 152. The left hand should use the last G[image: Image]o relax the hand for the sixteenths of m. 153. Crescendo the right-hand scale to m. 153.

M. 152. Come back again. Then crescendo to m. 153.

M. 153. Leave room to move forward in sound.

Mm 157, 158. The last three eighths crescendo.

M. 160. Broaden.

Mm. 161–162. Don’t start too loudly. Build up to the climax. The right hand’s last two chords in each measure are an answer. The left-hand thumb leads in the sixteenths.

Mm. 161–164. Slower. Not a race. Work the thumbs.

M. 165 and following. Continuous forward motion to each quarter note.

M. 177. Left hand, pull the fingers on the keys. More legato.

M. 179 and following. No right pedal.

M. 188. Lean into the A. Then resolve to the G[image: Image].



Mvt. 2. Adagio

You must be able to give it a variety of touches, of expression, of moods. Each new variation means a new emotion. You must be a poet to give the piece a sense of continuity so that we will want to hear it. You have to have a certain amount of freedom to push the tempo but then to come back.


M. 1. The mood is hushed, magic. Suffer; feel the pain. Pull on the keys. Use the natural weight of the arm. Create movement into beat 3 of each measure.

M. 2. An even roll to the top G[image: Image].

M. 3. Vibrate the chord on beat 3.

M. 7. The chord on beat 3 should not be rolled in the same manner as the chord on the downbeat of m. 8.

M. 9. New. Move with simplicity. Sing with relaxed inner voices. Make music out of the weaving inner lines. Practice inner lines by themselves. Follow the contours.

M. 11. Decrescendo the sixteenths at the end of the measure.

M. 12. Voice the tenor line, then the soprano, then the tenor, then the soprano again. Crescendo until the diminuendo begins. The fourth beat is diminuendo within pianissimo. Hear the resolution to m. 13.

M. 13. Color the sixteenths in beat 1. Beat 2 is diminuendo within pianississimo. The last eighth is a teardrop.

M. 15. Crescendo to m. 16.

M. 16. The last beat is magical.

M. 19. Hear the different chord color under the same melody.

M. 20. Not too much crescendo.

M. 21. Not too much accelerando. Left hand, hear the melodic changes.

M. 22. Only one forte. No pedal.

M. 24. Now it is forte.

M. 27. The new key is a new world, a little brighter and more hopeful. There is a feeling of solace and inner peace.

M. 31. The sound is darker than before. Be aware of the G[image: Image] pedal and sensitive to the E[image: Image].

M. 33. Swell to the C[image: Image], then resolve to the A.

M. 35. A little more sound.

M. 39 and following. The first chord of each repetition is the theme, so lean in. The scales must have a sense of elegance and the notes are like water drops. Come out with the wrist so there is no accent at the end.

M. 47. Rotate the wrist. Throw the weight. Hear the change from C[image: Image] to D[image: Image]. Come out of each second chord to prepare for the next.

M. 49. Use a flutter pedal. The tremolo starts from nowhere. Ride the keys. Feel the chilling wind, icy cold. A foreboding, fearful. You’re shivering, out in the cold with a wet shirt.

M. 50. The melody louder than the previous tremolo. A beautiful singing melody with a chilling accompaniment. Decrescendo the melody.

M. 56. Light first chord [a resolution]. Hear the register change and dark mood of beat three. Take time to hear the change to C[image: Image].

M. 57. Practice an octave tremolo. Then add the other notes. No big ritard. Clearer pedal, but not a true E major.



Mvt. 3. Presto

With enthusiasm and with abandon. Let us feel that you’re very happy when you’re playing this movement. The wrist and arm must follow the fingers, and the arms must be loose. Don’t get stuck.


Mm. 1–2. The first two measures lead into m. 3. There is a sense of movement so that it swings and it doesn’t run away.

M. 3. Get hold of the rhythm. The third chord is an “out” motion. The first chord is an “in.”

Mm. 3–5. Least, more, most, then decrescendo. The left hand takes last C [see many similar spots].

M. 15. A different sound, lower and wider.

M. 19. The wrist moves down, then up.

Mm. 27–29. Drive forward.

M. 30. A question.

M. 31. The answer.

M. 47. Imitation in the lower voice. Don’t rush.

M. 53. Start.

M. 58. Less.

M. 59. Serious.

M. 65. Start.

M. 79. Dance. Keep the wrists loose.

M. 87. More linear. Take the time needed for the left hand.

M. 95. Not too loud. This the first time. Then m. 99 is more, and m. 103 is the most, so that when he insists, you insist.

Mm. 127–130. Decrescendo. A little ritard for transition.

M. 131. Start fresh.

Mm. 157–158. The first chord is sforzando, not the second.

Mm. 177–178. Rich chords.

M. 179 and following. As many colors of A fs as possible.

M. 186. Diminuendo. The last A[image: Image] belongs to the next phrase.

Mm. 193–194. Decrescendo.

M. 197. Play the D[image: Image] with the left hand.

Mm. 215–216. Legato left-hand octaves.

Mm. 217–218. Decrescendo to the C.

M. 225. A different color for the G[image: Image]s.

Mm. 247–248. Less than

Mm. 245–246.

Mm. 251–252. Less than

Mm. 249–250.

M. 257. More.

Mm. 267–268. Bring to a close.

Mm. 269–277. One voice, then two, and so forth, until six voices.

M. 279. Play the C [beat 3] with the left hand.

M. 308. Start anew.

Mm. 328, 330, 332. Color the bass octaves.

M. 336. Throw the arm into the last note. Then push off.

M. 346. Drop back in volume.



Mvt. 4. Allegro

This movement is the easiest musically but gives a sense of greatness, of strength.


M. 4. The E is more than the D in m. 2.

M. 6. The C[image: Image] is less than the C[image: Image] in m. 5.

M. 8. More sustained sounds in the crescendo in contrast to the shorter eighth notes.

M. 11. More going to A[image: Image].

M. 25. Crescendo.

M. 26. Most.

Mm. 30, 31. Crescendo to beat 3.

M. 33. Resolve to beat 4.

M. 34. Maintain weight in the right-hand fingers. Help with the wrist. A gradual crescendo.

M. 38. Crescendo.

M. 43. Use wrist rotation for the sixteenths.

M. 44. Heavy, sustained chords.

M. 52. Less, only mezzo piano.

Mm. 56–57. Not heavy.

M. 57. The last two eighths are detached.

M. 58. Hold the first notes just a bit. Then begin the tremolo.

M. 61. Full value, even a bit of extra time.

M. 62. Use wrist. Relax hand and follow curves of the arpeggio [decrescendo, then crescendo]. Shape the left hand as in the beginning.

M. 63. Take time on beat 4 and keep the elbow very loose.

M. 66. The right hand is quiet and close to the key.

M. 70. E major is a surprise. Listen for the D [beat 3].

Mm. 71–72. Smooth; don’t pulse the rhythm.

Mm. 81–87. Be aware of various levels of sound. Use the wrist; follow the curves, shaping.

M. 90. Bigger chords must have a bigger sound.

Mm. 95–96. Dramatic. Pull or grab the chords. Beat 1 is dissonance; beat 3 is resolution.

M. 97. Start. Crescendo.

M. 103. Drop back.

Mm. 105–106. Crescendo.

Mm. 107–112. Two-measure phrases. Feel the underlying excitement.

M. 108. Hear the C resolving to B.

M. 114. Pull or grab the chords. Lead the arpeggios with the right hand.

M. 115. Regenerate.

M. 122. Beat 3 is an “up” motion. The final chord [m. 123] is a “down” with full arm sonority.




TWENTY-SEVEN

ROBERT SCHUMANN

I think Schumann speaks to me very specially, and so I listen to him very specially. And he means something very special. What is it? It is young and truly romantic, but romantic in a way that is always fresh, that cannot be warmed over. You start playing him, and the romantic feelings are the ones that you had at 18. No matter if you are 80, you feel 18 when you play his music. It is so direct and so personal when you play Schumann. That’s why there are very few Schumann players today.

There used to be great Schumann players and even today you do have a Radu Lupu who plays beautiful Schumann or Perahia who plays beautiful Schumann, but very few play really beautiful Schumann. The ideas just tumble out with Schumann. His texture changes and his whimsical approach, I would say his lack of mastery. He was not a Brahms or a Beethoven, but when he speaks to you, you know that you have to respond. He addresses you personally, and he addresses your feelings. And when you play him, you build a technique to meet his needs, how the fingers quickly enter the keyboard and exit, like little “lightnings.”

Schumann is very, very special, feeling-wise, the really romantic approach. You see, Schumann you can play every day. Tchaikovsky you cannot. You play Tchaikovsky one day and the second day, and then you need a few days rest to come back. You will always love him; he has so much beauty and drama and romanticism in a way, but his romanticism, grand romanticism, is not the beauty of a Schumann. It doesn’t touch the soul as deeply. Tchaikovsky touches the feelings, like a good dinner, like a good wine, that kind of a feeling, but not the feeling with which you identify, as I say, that touches your soul.

KREISLERIANA, OP. 16

No. 1. Äuszerst bewegt


M. 1. Start the line mezzo forte. Play faster, with more fury and with much pedal. Connect the l eft-hand octaves and chords with pedal throughout.

M. 4. A pedal change for the right-hand E.

M. 8. Build to the sforzando. And play the top note with a wrist snap.

M. 11. Play the inner line poetically [G-F-E-D].

M. 17. Begin again.

M. 25. The first note should never be automatic.

M. 37. Play a lower level than in m. 33.

Mm. 45–46. This is a high point. Play two-measure groupings here.

M. 57. Emphasize the sforzando in the left hand, not the right hand.

M. 65. Begin less again.

M. 72. The last chord is only an eighth note.



No. 2. Sehr innig und nicht zu rasch


M. 2. Play the chord as a sforzando.

M. 4. Play this second chord full but not sforzando, then begin pianissimo.

M. 5. Play the inner lines with direction.

M. 8. Close the inner lines with a clear triplet.

M. 11. Diminuendo the left-hand trill to close the phrase.

M. 12. Hear the line of the A[image: Image] and G.

M. 13. As the G decrescendos, match the F to the point of decay.

M. 15. Color the G in contrast to m. 13.

M. 16. Start a long line.

M. 25. Play the tenor note late in each rolled chord.

Mm. 29–30. Pedal beats 2 and 3.

M. 36. Play the chord sforzando.

M. 38. Very alive. Play two equal contrapuntal voices. Play four-measure phrases.

M. 41. Close the phrase.

Mm. 47–48. Repeat the phrase with less sound [E[image: Image] -B[image: Image] -C-D[image: Image]].

M. 80. Pedal each eighth note.

Mm. 92–93. Faster and in phrases. Hear the imitation in the bass. Swell to the left-hand A [of m. 93].

Mm. 96–99. Build the repetitions of the motive. Try short Ds in the bass.

Mm. 103–105. The bass notes C, D, and E[image: Image] build as a support.

M. 106. Not so loud. Save for the culmination in mm. 109–110.

M. 110. The hands starting together. Richer.

Mm. 120–123. Play one long phrase. Like a last breath. More poetic.

M. 134. Roll the G[image: Image] -B fto contrastthe F[image: Image] -A[image: Image] ofm. 132.

M. 141. Roll the G7 chord to a beautiful sound on the top G.

M. 142. Forte on the downbeat. This is the culmination of the ad libitum of m. 141.

Mm. 159–165. Full pedal here, since it’s in the treble.



No. 3. Sehr aufgeregt


M. 1. Faster, but clear. Play four-measure phrases, each one beginning with an important pickup note. The wrist must bring out the right hand’s G-A-B[image: Image].

Mm. 2–4. Pluck the bass notes.

M. 4. The F[image: Image] -D must be very clear.

Mm. 19–21. Building the A-D and A[image: Image] -D to the final A[image: Image] -D.

M. 33. Freely passionate. The after-note Ds must be light breaths.

M. 35. The sforzando must be reached.

M. 50. Play the left-hand grace note longer and supportive.

M. 68. Pause for the right-hand D[image: Image].

Mm. 79–83 [second ending]. Reiterate each measure.

M. 129. Start from here.

M. 137 to the end. “Double time.”

Mm. 137–140. Play the lower right-hand note with the left hand.



[image: Image]

Ex. 27.1. mm. 137–140


M. 145. Resolve to beat one, then go on.

Mm. 145–148. Use fingering of mm. 137–140.

M. 152. Crescendo to m. 153.

M. 153. Start the long crescendo on beat two.

M. 156. Pull back. Broader for the final chord.



No. 4. Sehr langsam


M. 1. Match the last chord to the point of decay of the previous chord. Listen for a true legato of all lines.

Mm. 5–6. Play the thirty-second notes liberamente, as a cadenza. Begin slower.

Mm. 12–23. Practice each line for legato phrasing.

M. 27. The adagio does not need to be played slower. The ritardando is already enough.



No. 5. Sehr lebhaft


Mm. 1–2. The last sixteenth note moves to the following measure.

Mm. 1–5. Group these five measures together. They must all be under the same roof.

M. 5. Multi-voices. Hear gnomes from all directions. M. 14b. Even though it’s impossible, the B[image: Image] must swell.

Mm. 15–16. The dotted patterns should sound jerky; then the even eighths will sound smooth. Have variety in the way that you play recurrences of the phrase.

M. 25. Sweep over the top of the line.

M. 37. The left hand should run out. Not a crescendo.

Mm. 42–43. Resolve the bass F[image: Image] to the G.

Mm. 44–45. Resolve bass A to the B[image: Image].

M. 55. Pull back. Take time, but come back to the tempo.

M. 67. Prolong this B[image: Image], but then no ritardando.

M. 70. The sixteenth note is within the ritardando, so it is not quick.

Mm. 81, 83, 85. Play wrist chords [beats 2 and 3] that lead the line forward.

M. 87. Broaden into m. 88.

M. 95. Decrescendo.

M. 111. Play the left hand slightly less so it easily joins the right hand.

M. 112. Hear the octaves between the hands.

M. 120. Decrescendo the cadence.

M. 147. Resolve to the right hand’s G [beat 2].

M. 160. The D major chord can be plucked. Decrescendo to the G minor chord.



No. 6. Sehr langsam


M. 1. Keep the phrase moving.

M. 3. Mezzo piano. Not pianissimo each time.

M. 5. The G7 chord opens the door.

M. 6. Crescendo to beats 2, 4, etc., but don’t rush the thirty-second-note entrances. These show the influence of Bach.

M. 9. Take a little time into the G[image: Image] [beat 3].

M. 10. Even more time than the previous measure.

M. 11. Let the left hand be clearly heard.

M. 15. Crescendo the graces.

M. 19. An awakening.

M. 20. A[image: Image] -G answers the B[image: Image] -F.

M. 24. Relate the E[image: Image] to the next D [m. 25]. Keep all this quiet.

M. 35. Roll the chord, crossing the left hand over to play the top F as a beautiful note.



No. 7. Sehr rasch


M. 1. Start mezzo forte. Use wrist into the top right-hand notes as well as in the left hand.

M. 8. Left-hand sforzando with the side of the hand.

Mm. 17–18. Phrase two measures together.

M. 32. Snap the wrist on the high C to close the section.

M. 40. Close this section before beginning the scale.

Mm. 41–52. Shape the lines and make room for new entrances. Start the fugue in one forte. Save for m. 48.

M. 60. Use the repetition to build to m. 61.

M. 65. Broaden to prepare for the richness of mm. 66–67.

M. 89. The sforzando in left hand closes this section.

M. 90. A remembrance of what has occurred.

M. 106. Not too much ritardando.

M. 110. Play the grace note quickly, but clearly.



No. 8. Schnell und spieland


M. 1. Quick and playful. Think long phrases. These are elves, not elephants! Work on wrist motion until natural. The upbeat F[image: Image] is “in”; the G is “out,” et cetera.

M. 15. Left-hand legato octaves.

M. 26. Shape the left hand. It can be a freer tempo. The right hand continues the “blip, blip.”

M. 74. This theme is played with the arm. It can be a little slower. Pedal measure to measure, not as marked.

M. 81. Climax on the Cs. Then start less.

M. 113. Fade the Gs with flutter pedal. Wait for three pedal changes.

M. 129. A little more sound on the left-hand Fs.

M. 139. This is the last time. Pause after the treble G-D before continuing the phrase.

M. 141. Come down only to piano, then fade to the end.

M. 145. Ritard between the last two notes.



CONCERTO IN A MINOR, OP. 54


DEBUT WITH THE SCHUMANN CONCERTO

STUDENT: How many times have you played the Schumann? PRESSLER: Many times. That was my debut concerto with Ormandy, that was when I was for the first time in the Academy of Music, in the rehearsal, sitting on that stage, with the Philadelphia Orchestra playing. And the celli play (Pressler sings the second movement theme A-G, E-C, A-G). I never heard such a beautiful sound ever in my life. So I was seated there. It’s the rehearsal, I was playing, and there comes that moment, and I just sit there [Pressler mimics with wide-mouthed amazement], and Ormandy looks at me, and I jump in with my part. I still remember.

And after the rehearsal, Ormandy says, “Can’t you look at me?” I didn’t even know that I had to look at him because I thought that he would look at me, but I remember that sensation. First of all, it started with [Marcel] Tabuteau playing the oboe. Such oboe playing doesn’t exist today. There is nobody that plays that theme like that. Okay, that was beautiful and I played the theme right after him. I tried to imitate him as much as I could. But then the celli started (A-G); and since that time, I have never had that sensation ever again. I mean, I still enjoy it, but that kind of a sound, that was really unexpected. I had never thought that on earth you hear that kind of sound.



Mvt. 1. Allegro


M. 1. Crescendo to the sforzando. Then start from the second group and crescendo all the way to the sforzando in m. 3.

M. 2. With energy.

M. 12. A quick grace note. Take the left-hand [beat 1] C with the right hand.

M. 14. Resolve the E to the D.

M. 15. Resolve the C to the B[image: Image] and the B[image: Image] to the A.

M. 20. The right hand is the accompaniment to a song. The left hand is legato.

M. 25. Close to beat three. Then less.

Mm. 32–33. Play the lower treble line with the left hand. The C[image: Image] -D and B[image: Image] -C not too hazy.



[image: Image]

Ex. 27.2. mm. 32–33


M. 34. Hear the C[image: Image] -D and B[image: Image] -C in a new register.

Mm. 35–36. C major cadence.

Mm. 51–52. Hear the harmony change to G minor.

M. 52. Bring out the canon of D-D-C-C-B[image: Image] -B[image: Image] between the hands.

M. 56. Tops.

M. 58. A new color.

M. 65. Relate the C [last note of turn] to the B[image: Image].

Mm. 65–66. Whisper sweet nothings: “I love you.”

Mm. 69–70. Very even and clear all the way to the bottom.

M. 88. Close the phrase.

Mm. 112–114. Shape the phrase.

Mm. 128–130. Take the left hand’s 1st- and 3rd-beat top notes with the right hand.

Mm. 132–133. Not too dry; use some pedal.

M. 133. Loose arm. Brilliant. Don’t rush.

M. 156. Depth of tone, fullness, generous with weight and depth. Use the best finger to apply the arm weight.

M. 157. Use the right hand this time. It should be perfectly even, and we shouldn’t be able to tell when the left hand takes over.



[image: Image]

Ex. 27.3. mm. 156–157


M. 164. Play the melody mezzo forte, still clearly projected.

M. 183. More.

M. 185. Surprise. Start and build from the D[image: Image].

M. 189. More energy.

M. 197. Legato octaves.

Mm. 198–200. Each one grows.

M. 201. D[image: Image] -E[image: Image] -C takes longer [than m. 197] because you have a much bigger jump to play.

M. 205. Play “up-down.” That gives it leverage. Playing the repeated note is one thing, but when you play the other notes, it causes you to play 3-3, and that is very difficult. Your finger is not there. You make a motion with your hand before the finger has reached the key. You should work on this without the triplets. Then play the melody with the chords. Joyful, passionate throughout this entire section and more dynamic variety.

M. 207. Each time you have that long note, free your arm. Free everything around it.

Mm. 208, 212. Breathe. Change to a more natural phrasing.

Mm. 209–210. Voice the bass line while the flutes and violins play the tune.

M. 214. That’s the first sforzando.

M. 229. Start piano.

M. 238. The E is a new entrance.

M. 242. The D[image: Image] in the left hand reacts to the sforzando and gives impetus to the left hand.

M. 245. Passionata! Fortissimo!

M. 295. Accented eighth notes.

M. 311. Play the left-hand A-B-B[image: Image] -C[image: Image] bass line legato.

M. 315. Less. Decrescendo.

Mm. 318–319. Hear the left-hand line, D-C[image: Image] -B-D-B, as a cello line.

M. 343. A color change to D minor [beat 3].

M. 365. Sing. Each left-hand group leads to the next melody note.

Mm. 381–383. The left hand can help.



[image: Image]

Ex. 27.4. mm. 381–383


M. 399. You hit that E[image: Image] by itself. You can take a little time, but it is E[image: Image] -C. You can play the E[image: Image] with the left hand.

M. 401. Ritard, but without diminuendo, to start the cadenza out of a rich bass with full sound and expression. There are so many ways of doing it to make it easier for you, such as L-R-L-R-L.

M. 402. Very full. Hear the quarter equal to the half note of the preceding.

Mm. 404–405. Less and less.

M. 406. We have to hear the A[image: Image] -G. Start shorter and slower.

M. 410. And more.

M. 411. It is stringendo, but you can pull back a little for the C minor [beat 1].

M. 415. Keep going.

M. 417. Those are eighths in the left hand. Don’t land on beat four.

M. 418. A deceptive cadence. Then surprise us. Begin less; it starts.

M. 420. You have an open phrase and a closed phrase [m. 421]. These are horns; hear the tops.

M. 421. Out on the downbeat. Hand redistributions.

Mm. 421–425. Hand redistributions.
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Ex. 27.5. mm. 421–425


M. 426. With strings added.

Mm. 426–429. You have to be careful that the repeated notes are played. It’s question-answer, question-answer.

M. 430. Start.

M. 432. Piú piano.

M. 434. The trills are on the beat, not before. A crisp trill. Voice the tops of the left-hand chords.

M. 436. The E goes down to D.

M. 439. Out. Don’t land on those notes. Leggiero. The left hand is lighter each time.

M. 441. Take the E [beat 1] with the right hand’s first finger.

M. 445. Take the G [the left hand’s seventh note] with the right hand’s first finger.

Mm. 446–451. Hear the progression from F[image: Image] to D.

M. 448. No accent on the G[image: Image] [beat 3].

M. 451. You only stretch to get to that B[image: Image]. The rest is in time. Then espressivo.

M. 452. Less on beat 3.

M. 454. Darker in mood.

M. 455. A surprise chord. The left hand should be legato.

M. 483. Play the B[image: Image] [beat 2] with the left hand.

M. 492. Clear eighths [the triplets].

M. 496. The left hand is legato.

M. 500. Clear sixteenth chords.

M. 504. Espressivo. Feel the intervals.

M. 510. Less sound this time. Hear the left hand.

M. 516. Don’t let the pedal accent the As. The left hand must sound the same all the way through. Use the una corda.

Mm. 522–528. Diminuendo to nothing.

M. 528. Left hand, play the second finger on the single-note As.

M. 537. Don’t accent notes that Schumann doesn’t accent.

M. 540. You can play that downbeat as a right-hand octave.



Mvt. 2. Intermezzo


M. 68. Diminuendo together with the strings and keep it hanging in the air a bit. The right hand takes the E.

M. 91. Relate the C[image: Image] to the B[image: Image] [m. 93] and the G[image: Image] [m. 96].

M. 94. No swell here, so don’t do anything extra. No extra expression or weight.

M. 97. Here you can do a little swell.

M. 106. A special moment.



Mvt. 3. Allegro vivace


M. 2. Start less after the sforzando and then crescendo toward the next sforzando.

Mm. 120–123. The four bars in diminuendo. The staccato notes between the syncopations should jump. Fresh and light.

Mm. 161–164. Follow the left-hand line down.

M. 166. Use the wrist for fluency and to bring out the downbeats.

M. 173. Begin a crescendo by following two-measure groups.

Mm. 181 and 183. Accent the tops of the arpeggios. Careful coordination of beats 2 and 3 with the right hand.

M. 185. Start.

Mm. 231–236. Virtuoso. Take over during the orchestra’s rest.

Mm. 231–233. “Out-in,” “out-in.”

M. 248. Close beat 1, then start again on beat 2.

Mm. 252–255. Four-mea sure phrases.

M. 256. Give the grace notes bite.

M. 334. Start mezzo piano.

M. 771. Hold the tempo. Don’t stop every two bars. Practice the left hand alone for technical and memory security and for four-measure phrasing.

M. 786. Punctuate the cadence with a separation in the left hand. Have a diminuendo.

Mm. 878–879. Vary the C[image: Image] s.

M. 919. Enjoy it.

M. 944. Push forward.




TWENTY-EIGHT

PETER ILYICH TCHAIKOVSKY

Tchaikovsky’s first concerto, which uses the complete armor of a pianist, is one of the grandest in the repertoire. The beautiful melody of the second movement really touches the soul, but it is a different soul than the soul that Beethoven touches. It’s as different as a beautiful novel that inspires and delights you compared to reading a treatise like Goethe’s Faust. Beethoven will ask of you the depths, the penetration, the metaphysical, like those trills in the Op. 111, almost a meditation. In Tchaikovsky it is a direct approach like Verdi is to the opera. It is a wonderful piano concerto, and I’ve learned to love it more and more because the use of the keyboard is magnificent. And what an inspiration that beginning, how powerful! It’s a completely different attitude from Beethoven or Brahms. It’s a different person who plays a great Beethoven from the person who plays a great Tchaikovsky, but the person who plays a great Tchaikovsky will also play a great Prokofiev which comes out of Tchaikovsky.

PIANO CONCERTO IN B-FLAT MINOR, OP. 23

Mvt. 1. Andante non troppo e molto maestoso

You have everything it takes to play this concerto. You have drive; you have a feeling for the music. What’s missing? To begin with, what’s missing is a feeling that Tchaikovsky’s more important than you are. By the freedoms that you take, you feel you are more important than Tchaikovsky. Of course, we are all spoiled by some of the great pianists, Horowitz, Martha Argerich, the ones who take immense freedoms. And when they do it, by virtue of their enormous ability, one excuses it and accepts it. But we as young pianists—like me!—we look at a score as the teacher.

What was missing in your playing first of all was legato. All the octaves were non-legato. He takes all that trouble to write all that under one slur [mm. 94–95], and then he writes all the two-note slurs [mm. 96–97].

You play very well at m. 108 [the second theme]. Why do you play it so much faster and louder when it comes back and both hands take it [m. 168]?

It’s the same. He just translates it so there is more variety in his approach.


M. 6. Let each measure grow.

M. 16. Build to this point to lead back to the return.

M. 25. Begin mezzo forte. Shape the phrase. Crescendo.

M. 26. Sing the chord [beat 2].

M. 27. The octaves are legato, not just dah-dah-dah-dah-dah-dah-dah [Pressler plays bouncing octaves]. It’s a beautiful melody. Just because we heard it in the movies and on every sound track in the country and on every elevator, you renew it when you play the piece because it’s not just for the display. It’s for the beauty. It’s for the power and the pianism, which is wonderful. It’s really marvelous to have a Ferrari, isn’t it? Play the octave passage with just the thumbs. The thumb is very close. And now add to it the top, so it sings.

M. 29. Start mezzo forte again.

Mm. 36–39. Then a place like this, even a person like me who knows the piece can’t recognize it, because you play it so fast. There are bars. There is rhythm. Yes, we have freedom. Yes, we can go faster. After all, the best example is Horowitz, who is the greatest pianist who ever played that; and he goes tremendously fast. But there is always a rhythm in it. And hear the sequences in it.

M. 41. Then that first cadenza. Everything’s on the same level. The first one must be less, then more, then the most [leading to m. 44], and then start again. And don’t snap those single notes. You must be certain that you play them exactly. You could even play them with alternating hands. A missed note here is like you’re going out to conduct and your suit opens up in the back. Everybody laughs at you. And if you could see yourself, you’d laugh, too. You’d say, “How silly! I took my old suit that doesn’t fit anymore.” Watch when you play those notes. In a concert your hands will sweat and be cold. And when you see any famous person in the house, you will shake. Even if you sweat and are cold, those notes you cannot miss. And the last sixth must end together. That’s why it is probably better to use one hand for the sixths so that no matter what happens in the chord itself, the ending will be exact. And don’t sit there on the top note. [Pressler demonstrates, taking time to wipe his forehead on the long note.]

M. 78. Can you make those top notes like little bells? Use your wrist, but with the pedal.

M. 81. Close the phrase.

M. 95. Play the first G octave with the left hand.

Mm. 96–97. More declamatory.

M. 100. Play the D[image: Image] and C octaves with the right hand instead of the left hand.

M. 108. This is like the Gopak, the Russian dance.

Mm. 115–116. Play the F octaves in the left hand.

M. 117. Crescendo to the top with an accent.

M. 118. Play as two-note slurs.

M. 133. Hold back just a little before the orchestra returns.

M. 142. Crescendo to the top.

M. 160. Lead with the left hand. Shape the line.

M. 163. Begin adding more pedal.

M. 183. Less; close it.

M. 192. After the long A[image: Image], the B[image: Image] is less. Release.

M. 196. Release the phrase.

M. 198–199. When he does it twice, he needs to say it twice, so you have to need to say it twice.

M. 204. End pianissimo.

M. 218. Now with all the notes, it’s the same thing. Shape it the same; phrase exactly as Tchaikovsky asks. Just because it is familiar to us, you still have to phrase.

M. 234. The left hand starts again.

M. 240. You have to give us the changes [the inner notes B[image: Image] -C-B[image: Image] -D, C-E[image: Image] -D-F]. Now build it. To my ears, your biggest crescendo is at the beginning, and then there is not enough at the top.

Mm. 244–246. Hear the chords. [Pressler plays the right-hand chords only.]

M. 260. Play that place so that the cup runneth over. He says molto espressivo.

M. 263. He dissolves it out. Keep the pedal down; and when you hear dirt, shake it out a little.

M. 275. Like a harp.

M. 346. Settle deep into each note.

M. 352. Broaden over the top.

M. 357. Not so quiet; mezzo piano.

M. 362. Appreciate the different registers.

M. 370. It’s all one phrase; interlock the motives.

M. 434. Don’t rush.

Mm. 436–437. Strike the tops [right-hand, beats 2 and 4].

M. 443. Start again.

M. 470. Decrescendo.

M. 491. With pedal.

M. 512. Start.

M. 518. Slur from C[image: Image] to D.

M. 546. Here again, close the phrase.

M. 568. It should have the charm of a music box.

M. 578. Less and less; let it run out.

M. 584. Wrist octaves.

M. 591. Release the pedal on beat 3, and shape the two-note slur to m. 592.

Mm. 599–600. The way the left hand talks, the right hand answers.

M. 605. A fermata over the first chord, then begin the line.

M. 606. Stress the long note, then resolve it. Play mezzo piano, not pianissimo. M. 609. Slower; it’s a deceptive resolution.

M. 610. In the descending run, try playing the black notes in the right hand and the white notes in the left hand.

M. 615. Start a little slower.

M. 634. Slur the right-hand top G to the C [less on the lower note].

M. 662. The orchestra plays all the downbeats. You make a line out of it. Begin mezzo forte and then crescendo.



Mvt. 2. Andantino semplice


M. 13. Project with tone. Mezzo piano.

Mm. 29–30. Close each measure.

M. 35. Crescendo to a mezzo forte.

M. 42. Flutter the pedal.

M. 48. Relate to the trill that’s coming.

Mm. 50–51. Stay in tempo.

Mm. 63–64. Crescendo.

Mm. 100–101. In time.

Mm. 168–169. Close the two chords with a decrescendo.



Mvt. 3. Allegro con fuoco


M. 32. Less.

M. 36. Build to the downbeat of m. 37.

M. 66. Lean into the sonority.

Mm. 77–78. The left-hand A[image: Image] is less.

M. 80. Begin pushing forward.

M. 102. Crescendo into m. 103 [C-D[image: Image]].

M. 104. Crescendo into m. 105 [D[image: Image] -E[image: Image]].

M. 113. Wrist octaves, then use the arm at the top of the crescendo.

M. 138. Lean in again.

M. 188. Use wrist on the accents.

M. 213. Broaden into m. 214.

M. 248. Start again. Then a huge crescendo.

M. 284. No false accents.




TWENTY-NINE

CARL MARIA VON WEBER

For many years most of my students played Weber’s “Perpetual Motion.” It applies the technical principles learned in the exercises and brings endurance, like the perpetual motion that Paganini has for the violinist. I learned it in my youth, and I was encouraged by the generation before mine. A man like [Benno] Moiseiwitsch would play it with great charm and elegance. Hofmann would play it, and the endurance would be astonishing. I say we play it for endurance, but it is also a very beautiful piece. I remember that when I found one could use the wrist in order to relax, one could more easily get through it. I felt it was a wonderful étude for strengthening the hand, infusing the wrist principle as helper in overcoming tiredness in many places and having that endurance which we need for bigger, longer pieces.

“PERPETUAL MOTION”: SONATA IN C MAJOR, OP. 24, FINALE


Mm. 1–4. The entire piece is practiced first with the four-note wrist groups, with the right hand eventually playing long lines of unaccented notes. The left hand stays very close to the keys.

M. 4. Take a little time before the piano of m. 5.

Mm. 5–7. The left hand plays the thirds with an upward release.

Mm. 7–8. Close the cadence in the left hand. Have a slight breath before beginning the theme again.

Mm. 14–15. Decrescendo to the line before the fortissimo.

Mm. 16–17. Phrase in two-measure groups.

M. 19. Have a slight break before the chord.

M. 21. Decrescendo as the line descends.

Mm. 26–27. The left hand plays the lower Gs.
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Ex. 29.1. mm. 26–27


Mm. 30–31. The left hand plays the Gs.
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Ex. 29.2. mm. 30–31


Mm. 34–36. The left hand plays the lower Ds and Cs.
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Ex. 29.3. mm. 34–36


Mm. 43–44. The left hand takes the low F Ss.

Mm. 65–68. Build.

M. 69. Start.

Mm. 34–36. The left hand plays the lower Ds and Cs.

M. 72. Decrescendo to the downbeat of m. 73.

Mm. 75–76. Use several changes to clear the pedal.

M. 90. Decrescendo as the line ascends to the dolce.

M. 94. Decrescendo.

M. 102. The left hand takes A[image: Image].

Mm. 107–108. Play two-note slurs in the left hand.

M. 112. Right hand, play an A[image: Image] grace note to the high A[image: Image]. Resolve the

chord to B major [m. 113].

M. 115. Play the high D[image: Image] with the left hand.

M. 132. Play the ascending line elegantly.

M. 152. Wrist rotation for the right-hand broken chords.

Mm. 162–163. No pedal.

Mm. 168–169. Swell these measures.

M. 170. Sing the quarter-note line, which is doubled in both hands.

M. 179. A slight pulling back and decrescendo.

Mm. 180–181. Crescendo as the line ascends.

M. 183. Decrescendo as the line descends.

Mm. 188–191. Keep the hand turned in one direction.

M. 192. The left hand takes the E[image: Image].

Mm. 208, 210, 212. The left hand takes the low note [B[image: Image]].

M. 214. The left hand takes the low note [E[image: Image]].

M. 226. Leggiero.

Mm. 230–232. The left hand takes the offbeat notes.
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Ex. 29.4. mm. 230–232


M. 241. “Out” after beat 1 to begin the scale.

M. 245. Lean into the G, then start again.

M. 269. Accent the bass G octave.

M. 273. Start.

Mm. 274–277. Play the second, third, and fourth notes an octave lower than written.
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Ex. 29.5. mm. 274–277


M. 279. Left-hand wrist octave, not plodding.

M. 288. A slight broadening on beat 1.

Mm. 296–300. Add a grace note as in m. 295.

Mm. 300–301. Play out [decrescendo].

Mm. 302–308. Hear the left-hand line [G-C-E-G-C] and build.

M. 312. Phrase into the G [B-C-G]. Then start mezzo forte.

M. 317. Have a slight break before the left-hand C octave.

Mm. 324–327. Phrase from the last eighth into beat 2.

Mm. 327–330. Play the passage in double octaves.

Mm. 329–330. Crescendo to the last chord.




APPENDIX A. MENAHEM PRESSLER’S MUSICAL ANCESTRY

Through his various teachers, Menahem Pressler’s musical ancestry can be traced back to Bach, Beethoven, Mozart, Chopin, Liszt, and many other significant pianists and musicians. During his youth and early concert career he sought out the world’s finest teachers–mentors who expanded his pedagogical training to include the German, French, and Russian heritages. Pressler’s own teaching, therefore, is a blending of all his varied influences and traditions.

The following chart places Pressler in the center surrounded by each of his teachers, then traces their ancestry back through history.

Pressler’s Musical Ancestry
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APPENDIX B. LINEAGE OF PRESSLER’S PIANO TEACHERS

The following outline illustrates a more complete lineage of Pressler’s musical ancestry than the chart found in Appendix A. Thus we can see that influences coming from Germany, Austria, Italy, France, Hungary, Poland, Russia, Israel, and many other countries became part of Pressler’s musical background and influence.


  I. Kitzl

 II. Rossi

III. Eliahu Rudiakov


A. Max Pauer


1. Ernst Pauer


a) Franz Xaver Mozart


(1) Franz Xaver Niemetschek

(2) Sigismund Ritter von Neukomm


(a) Franz Xaver Weissauer

(b) Michael Haydn

(c) Franz Joseph Haydn



(3) Andreas Steicher

(4) Johann Nepomuk Hummel


(a) Wolfgang Amadeus Mozart

(b) Franz Joseph Haydn



(5) Antonio Salieri

(6) Georg Joseph Vogler


(a) Giovanni Battista Martini


(i) Angelo Predieri

(ii) Giovanni Antonio Ricieri

(iii) Francesco Antonio Pistacchi



(b) Francesco Antonio Vallotti


(i) Ignazio Donati





(7) Johann Georg Albrechtsberger


(a) Leopold Pittner

(b) Marian Gurtler

(c) Joseph Weiss







2. Vincenz Lachner


a) Franz Paul Lachner


(1) Anton Lachner

(2) Simon Sechter


(a) Leopold Koželuh

(b) Franz Dussek


(i) F. Habermann

(ii) Georg Christoph Wagenseil


(a) Johann Joseph Fux





(c) Joseph Peter Emilius Hartmann



(3) Abbé Maximillian Stadler


(a) Johann Georg Albrechtsberger


(i) Leopold Pittner

(ii) Marian Gurtler

(iii) Joseph Weiss











B. Yvonne Lefébure (most likely)


1. Charles-Marie Widor

2. Alfred Denis Cortot


a) Émile Descombes


(1) Frédéric Chopin


(a) Adalbert Zywny

(b) Joseph Eloner





b) Louis Diémer


(1) Antoine-François Marmontel


(a) Pierre-Joseph- Guillaume Zimmerman


(i) Luigi Cherubini

(ii) François-Adrien Boieldieu


(a) Charles Brocha



(iii) Jean-Baptiste Ray

(iv) Charles-Simon Catel


(a) François-Joseph Gossec


(i) André-Joseph Blavier



(b) Thomas Gobert















IV. Leo Kestenberg


A. Franz Kullack


1. Theodor Kullak


a) Carl Czerny


(1) Ludwig van Beethoven


(a) Christian Gottlieb Neefe

(b) Franz Joseph Haydn

(c) Johann Georg Albrechtsberger



b) Sichter

c) (Carl) Otto Nicolai

d) Albrecht Wilhelm Johann Agthe


(1) Michael Gottard Fischer


(a) J. C. Kittel


(i) Johann Sebastian Bach











2. Franz Liszt


a) Carl Czerny


(1) Ludwig van Beethoven


(a) Christian Gottlieb Neefe

(b) Franz Joseph Haydn

(c) Johann Georg Albrechtsberger





b) Antonio Salieri



3. Karl Wehle


a) Ignaz Moscheles



4. Henry Charles Litolff


a) Ignaz Moscheles


(1) Johann Georg Albrechtsberger

(2) Antonio Salieri







B. Ferruccio Busoni


1. Wilhelm Mayer


a) C. F. Pietsch







V. Paul Loyonnet


A. Charles-Marie Widor

B. Isidor Philipp


1. Georges Mathias


a) Frédéric Chopin


(1) Adalbert Zywny

(2) Joseph Eloner





2. Camille Saint-Saëns


a) Charlotte Masson



3. Charles-Wilfride de Bériot


a) Sigismond Thalberg


(1) Johann Nepomuk Hummel


(a) Wolfgang Amadeus Mozart

(b) Franz Joseph Haydn



(2) Johann Peter Pixis


(a) Johann Georg Albrechtsberger



(3) Frédéric Kalkbrenner


(a) Louis Adam

(b) Nicodami



(4) Ignaz Moscheles


(a) Johann Georg Albrechtsberger

(b) Antonio Salieri







4. Stephen Heller


a) Franz Brauer

b) Carl Czerny


(1) Ludwig van Beethoven


(a) Christian Gottlieb Neefe

(b) Franz Joseph Haydn

(c) Johann Georg Albrechtsberger




c) Anton Halm



5. Théodore Ritter


a) Franz Liszt


(1) Carl Czerny


(a) Ludwig van Beethoven


(i) Christian Gottlieb Neefe

(ii) Franz Joseph Haydn

(iii) Johann Georg Albrechtsberger





(2) Antonio Salieri













VI. Isabelle Vengerova


A. Joseph Dachs

B. Theodor Leschetizky


1. Carl Czerny


a) Ludwig van Beethoven


(1) Christian Gottlieb Neefe

(2) Franz Joseph Haydn

(3) Johann Georg Albrechtsberger







C. Anna Essipova


1. Theodor Leschetizky


a) Carl Czerny


(1) Ludwig van Beethoven


(a) Christian Gottlieb Neefe

(b) Franz Joseph Haydn

(c) Johann Georg Albrechtsberger











VII. Robert Casadesus


A. Louis Diémer


1. Antoine-François Marmontel


a) Pierre-Joseph-Guillaume Zimmerman


(1) Luigi Cherubini

(2) François-Adrien Boieldieu


(a) Charles Brocha



(3) Jean-Baptiste Ray

(4) Charles-Simon Catel


(a) François-Joseph Gossec


(i) André-Joseph Blavier



(b) Thomas Gobert











VIII. Egon Petri


A. (Maria) Teresa Carreño


1. Anton Rubinstein


a) Alexandre Villoing


(1) John Field


(a) Tommaso Giordini

(b) Muzio Clementi


(i) Antonio Buroni









2. Georges Mathias


a) Frédéric Chopin


(1) Adalbert Zywny

(2) Joseph Eloner





3. Louis Moreau Gottschalk


a) François Letellier

b) Charles Hallé


(1) George Osborne



c) Camille Stametz


(1) Frédéric Kalkbrenner

(2) Felix Mendelssohn (-Bartholdy)


(a) Ludwig Berger

(b) Marie Bigot

(c) Carl Friedrich Zelter


(i) Carl Friedrich Christian Fasch











B. Buchmayer

C. Felix Draeseke

D. Ferruccio Busoni


1. Wilhelm Mayer


a) C. F. Pietsch







IX. Edward Steuermann


A. Vilém Kurz

B. Ferruccio Busoni


1. Wilhelm Mayer


a) C. F. Pietsch





C. Arnold Schoenberg






APPENDIX C. TRIBUTES TO PRESSLER

Colleagues, friends, students, and audiences find Menahem Pressler to be such a remarkable human being and such a strong force in music that the natural response is to express their appreciation to him and attempt to put into words the significant impact he has had on their lives. But as his daughter, Edna, notes, “He doesn’t want to take time for tributes. He values getting right to the instruction.” Nevertheless, it seems appropriate to include here some of the many laudatory comments received from the numerous people whose lives Pressler has touched over the course of his unparalleled career.


Pressler’s joyful smile, sparkling eyes, and eager encouragement when I got it right were contagious and danced their way through my week between lessons. From him I learned about imagination and creativity that were almost childlike in approach, full of joy, poignancy, and even spirituality. He was spontaneous and effervescent. His detailed attention and enchantment with color, touch, visual imagery, and emotion opened a new world to me. In studying the Schumann Papillons, I remember the intensity of Pressler’s search for meaning and [the] individual character of each of those delightful pieces and their individual sections. His amazing sense of timing, balance, contrast, and color in the Chopin Andante Spianato and Grand Polonaise invited a rainbow of emotions and technical tools to be explored and transferred in future repertoire.

–Jane Abbott-Kirk

What can I say about Mr. Pressler? Mentor, friend, establisher of taste, arbiter of standards, unending source of inspiration, and one who made self-expression and self-discipline synonymous.

–John Adams

Pressler is one of those master teachers [who is] rare in our today world. He holds that great tradition of reading the score with a certain care, of rhetoric, of a deep, first-hand understanding of the classics. And his care of the sound itself is remarkable. In our lessons, we often talked about great performers, such as Stokowski, Leschetizky, Szell, Paderewski, and I was always mesmerized, because I felt he had drunk from that water, that Pressler had received some of that information first-hand from the great masters.

Studying with Pressler is different from studying with any good, knowledgeable, practical piano teacher. His aim is not the everyday struggle of the young musician, such as winning this prize, this competition, or getting that one contract. The practical victories should happen as part of the process, as a symptom, a consequence of a much higher goal. He makes you look very far, in a life-long search, for a very high ideal. He is very able to teach the practical things, the pedal, the sound, the trill, the exercises (he had so many!), but all of these things are part of a broad concept. This way, he was looking for proportion, for the organic balance in a piece of music. The little pieces should hold together, with no room for superficial show, for extravagances with no meaning. Studying a certain piece with Pressler did not only enable me to play that particular piece on a better level but to understand better all of the pieces of that same composer.

–Fernando Araujo

A very knowledgeable pianist about the history of his métier and always interested in what was going on in the world. He would bring into our discussions such diverse names as Schnabel and Cortot, Horowitz and Rubinstein, Lupu and Pollini, Tureck and Kissin, or Keith Jarrett! His five decades of teaching experience allowed him to form a different approach with each student, something that we all knew, despite the fact that we didn’t attend each other’s lessons. In fact, numerous students from other classes would knock on his door constantly in order to ask permission to attend his lessons, and he would offer a most patrician but firm reply: “This is a private matter between me and my students, dear.” What strikes one the most, however, is his dedication in the pedagogical process and his passion to nurture and refine the abilities of young performers, whether in his elite class in Bloomington’s Indiana University or in master classes throughout the world.

–Konstantine Athanasakos

The first time I’d had a private lesson with him was at Adamant, and it was a completely different experience, like nothing I had ever had in a private lesson before. It was so intense, and I came away thinking, “What am I doing?” I’ve never had anyone talk to me that way. He was just so direct, and it sort of hurt my feelings, you know, because he would yell and say, “Why do you play that note so badly? Why do you play like ‘eh, eh, eh’? Why do you not play like ‘oh, oh, oh’?” He was just so finely tuned in to listening to every single note in such an intense way, and I had never had anybody who was so critical. But what made it so hard is that he was always right, and that what he said really worked. I think he’s extra hard on his students their first year because he wants to make sure they understand what his standard is. And it doesn’t matter what else is going on out there, what you’re getting in the studio is harder than anything you’re going to encounter. And he’ll tell you that very openly. He’ll tell you, “It is my job to prepare you for what’s out there. And so, if you can get through what’s in here, you can get through anything out there.” He says exactly what he thinks on the spot. It’s very honest. That’s one of his best qualities.

–Melinda Baird

I remember, when he taught me the Brahms, he said, “I’m showing you these things so that when you teach others. . . .” And I remember also being inspired by this whole idea that there was a future there, there was a life. It wasn’t like “Either I’m going to be Van Cliburn or nothing.” It’s “You can be a teacher and a teacher is a noble profession, and you pass these things along,” not to mention chamber music and all these other things. That was an important lesson, I think. And the other thing that was really great for me was that, even though he put a lot of magic into music for me, he took a lot of the mystery out of it, in a good way, because I was very hungry for good, solid musicianship. Detailed, that was what I was really hungry for.

I don’t think that he’s known to be such a patient person because he has very high and exacting standards and he’s not a pushover. But when he knows that you’re trying your best and that you’re really giving it all you’ve got, he has infinite patience. He’s a chameleon. He can play many types of styles. And I think he helped me with that, too, to see the specific style of these composers and the specific sounds that they have and the particular language of each composer. It’s a very strong trait with him, and he’s able to convey that very well.

–Jonathan Bass

I think having even the smallest exposure to Pressler’s own love, respect, and, dare I say, obsession with music creates an immediate desire to care for something as much as he does, to care for the piano sound one produces, for the practice time one allocates oneself, for thoughtful programming, for the sensitive resolution of a chord. His utter dedication to music is at once humbling and inspiration.

–Alasdair Beatson

I worked hard for Pressler because he inspired me so much but also because he was kind, sweet, warm, and encouraging. From my perspective today, I feel that much of his ability to be this way came from his high degree of personal fulfillment as an artist. He was not frustrated in his own musical endeavors, but rather his childlike joy and his artistic fulfillment naturally spilled over in the lessons he taught. He was completely consumed with the joy of making music and sharing it with his students as well as with his audiences. He set an extraordinary example in that way, which I still view as a great lesson in the nature and art of generosity.

I played Chopin’s Impromptu No. 2, and he said, “You play it very square.” He then played the opening of the piece for me. It was the first time I had heard him play. And I cried, because I had never heard anyone play so beautifully [and it was the first time I had] been in the presence of an artist who connected so deeply to the magic of music. I still remember not only how he played but how he looked as he played, with a far-away look in his eyes, as though he were seeing a vision that the music created. His face showed his complete immersion in the world of music, and I felt he actually lived in that intangible world. It was always completely clear that the primary value he held as an artist was the ability to create magic through the imagination and through an intimate, sensuous relationship with the piano.

–Madeline Bruser

With his demands and expectations from all of us, Mr. Pressler taught us all what it was to achieve and maintain excellence. Learning to set priorities and to craft technique and musical analysis that would pass his muster are skills that could be applied to anything else, whether it be [as] a surgeon, painter, chef or pilot.

–Mark Cappelli

He seems to have an incredible amount of energy, which I believe is an important asset to his success; and I really liked his detailed instruction in many areas such as tone, direction, emphasizing certain important notes to bring out the texture and meaning in the music. I remember him asking me repeatedly what the music meant to me. He was extremely loyal to the score.

–Susan Chan

I can’t express in words how grateful I am to have worked with [Pressler]. I feel that every little accomplishment that I have is because of my studies with him. He has completely molded the way I think, the way I feel, the way I play music, and the way I teach. Everything is according to what I learned from him in my seven years with him, so I am just so grateful. I mean, I can’t tell you how every part of my musical being is because of him. From his playing, his teaching, and how he cares about all his students, it’s just so inspiring. And if I could be just one percent of what he could be, it’s just amazing.

Rarely would he come from a physical standpoint. It was always trying to stimulate the imagination, stimulate the hearing, and stimulate your own way of creating that expression and finding your own way of expressing what that composer has in mind. And so, I think that’s why I don’t think any Pressler students sound alike. I mean there are certain qualities that they have, of course. There’s that care of sound. There’s that care and respect for the score. But there’s no formula that everyone follows because everything must be alive and must be created for the moment. And I think in that way, as we all come out, we all have his stamp; but somehow he leaves enough room for us to be able to make it our own with his guidance.

–Angela Cheng

In my own practicing, I can always vividly imagine Mr. Pressler’s presence next to me. The richness of what he has passed on rings constantly in my ears as his system of musical thought was so clearly defined. Much of my time I was studying was spent thinking, “What would Mr. Pressler say about this?” I think that he wanted us to find something personal to say with the music. By helping us build the piece, pace climaxes, experiencing the emotional ups and downs within a piece, opening up our imaginations, widening our sense of color, instilling a basic common sense of finely nuanced phrasing, as well as constant attention to touch and a beautiful tone, he gave us all the tools . . . to be able to offer an intellectually and emotionally satisfying personal performance in our studying of a piece.

–Winston Choi

Every time I see Pressler play or hear him play, it’s larger than life. It’s not just him. It’s everything about him, his life experience and the way that he deals with people, and the way that he just loves life. And you always hear that and sense that in his playing. And I think that’s why, fifty years later, the Trio is still there and getting amazing reviews and he just seems continually energized. Studying with him becomes a way of life, because when someone asks you to listen that way, you can’t go back and hear music in any other way. It affects everything from then on, and you enjoy music more, I think, because of all the things he’s opened your ears up to.

–Alan Chow

Pianists have to be magicians for us to play a legato line, and certainly Mr. Pressler is the greatest magician. He’s the Houdini of the piano. And he’s also like the Kreisler of the piano because the way that he would describe connecting tones in a melodic line would be the way that a violinist might think of connecting the tones. Music is a life’s study, or many lives’ study, but he basically gave us the vocabulary and the foundation to play anything. You know, it’s like you have a toolbox; and as you’re learning and hopefully your whole life, you’re filling this box with tools and . . . have [them] there whenever you play any piece of music. He really gave us that. He filled our toolbox and enabled us to spend our life in music meaningfully.

The thing that strikes one is the question that probably everybody would ask: “How in the world do you do this?” But I guess I could answer the question. As amazing as [Pressler] is, it’s about his spirit, the strength of music in a person’s life. It’s serious business to be a musician. It’s nothing to scoff at. It’s the most incredible responsibility when you have great talent, and he takes that responsibility to the utmost, almost like he’s on a mission to teach that much and to play that much. It’s like he’s on a life mission to show us that the importance of music in our lives is everything.

–Jeffrey Cohen

The miracle of his teaching is that our studio was chock full of wonderfully talented pianists, and they all sounded different because he knew how to accentuate and augment each individual’s strengths. No one was ever compared to anyone other than him/herself but rather to that person’s ideal performance of that piece. The feeling was that, when your lesson was not so great, he always looked so hurt, as if it was a personal injury. It made you feel guilty. And when it was good, he rarely complimented you, so that there was always a search for a higher level, no matter how good it may have been. When he did actually say it was good, it was like a miracle occurring.

–Henry Doskey

What he encouraged me to do was to play from my heart with all the passion and the feeling and the fire. That’s what he loved and encouraged. If he saw it was moving you, he was very happy. I think this is a wonderful thing, not just in playing the piano but on the human level, how to relate to people, to have confidence in what you say, to believe in what you feel, and to have confidence that what you feel and believe is important and really counts. This is what he encouraged in me, and I think that’s the greatest gift you can give to a student.

He demonstrated so much in my lessons, more in my undergraduate than in my graduate. And I thought, “Oh, my God, that sound is so beautiful.” I watched every movement, and I saw how his touch was. Sometimes he would strike a note downward and sometimes with an upstroke, and I thought, “This works in making sound. This must be a secret. He’s not telling me this, but I see it, so I’ve got this secret of the touch. Sometimes he’s caressing the key, or sometimes he’s going in, or sometimes he’s getting the finger straight.” I thought it was wonderful and very inspiring, and it made me very curious about things.

–Paula Ennis

His playing is a model of eloquent, exquisite beauty. He is incapable of playing a meaningless note, and he makes every passage come alive with sparkle and charm. His vision of what music is and the spiritual depth behind every note reaches deeply into one’s soul and become a permanent part of everyone fortunate enough to experience it.

–George Fee

Mr. Pressler has such an impressive palette of touch and sound . . . from the most delicate pianissimo to the most powerful fortissimo, but never hard and never meaningless.

–Anne- France Fosseur

He’s the only teacher I’ve ever encountered who teaches true mastery of the pedal, one of the aspects which I think sets his students apart from the rest.

–Charlene Harb

Mr. Pressler made no bones about making value judgments concerning my music making. I was told that what I was doing was “bad.” And this is a good thing. I came to see that something that does not strive after the inherent truth of the music, the inherent joy and love and beauty in it, is bad. I know that my love for music was indeed made purer and stronger in the fire of our lessons. It was hard not to worship the man, truly! He is still my favorite pianist on earth, my ideal as a musician, for his integrity and incredible beauty and joy and sound. And in terms of his teaching, he never gave me less than one hundred percent of what he had to give in every lesson.

–Christopher Harding

Without him-I’m sure all his students say this–I would not think the way that I do, I would not see the world in the colors I see the world. I would never trade my years there. Sometimes my friends will say, “How could you stand that? My teachers were always nice to me.” I say that prepared me for the world, so that when things didn’t go the way I thought they should or I didn’t get something, I don’t have to take it personally, because he taught me, “It’s all about the music. It’s between me and Mozart. If you don’t like it, that’s your problem, not mine.” And that’s priceless.

–Mia Kim Hynes

He taught me how to be musically and emotionally involved while paying attention to every detail in phrasing, tone, balance, and pedaling. I have been able to teach very young students how to build up strong fingers, use wrist and arm motion for sound, and become relaxed, based on the exercises I learned from Mr. Pressler. What I have received from him has been the basis of my musicianship and my teaching, and I feel good that I can give back to three younger generations what Mr. Pressler had given me.

–Julia Lam

He taught me to try to explore every facet of a work and approach it with intense involvement in order to maximize one’s expressive capabilities.

–David Lyons

Mr. Pressler has taught me to find the love, the joy, the humor in everything. He gives full and utter respect to the composer and for people. If he ever said, “It’s not bad, but . . .” that was a very great compliment from him.

–Stephen Mann

It’s still amazing how he used to come to his studio directly from the airport, with his suitcases, to make up lessons.

–Tongsook Han Park

His love of music and upbeat attitude were infectious to all. To my ears, his biggest message was that music and love, health, and happiness are closely connected. It was a wonderful and important truth to learn.

–Rebecca Penneys

Mr. Pressler’s highly evocative language was a breath of fresh air. What I took away was the freedom to use my imagination in new ways to communicate musical experience to students. I also came to realize the importance of inspiration, for Pressler’s excitement, enthusiasm, and affection for each moment in great music was highly contagious. And I worked much harder because of his boundless energy and the living example he set before us.

–Lynn Raley

Menahem Pressler was always a master of metaphor and could instantly translate an important point into colorful and poetic expression. His intense blue eyes flashed with fury if mistakes continued, but he was warm and generous with a chuckle if pleased and would often demonstrate during the lesson. He enlarged and enriched my repertoire of beautiful sounds from ppp to FFF and taught by example how to produce and scale these sounds. I particularly remember how he told me that every pianist has an individual “box” and that to play above one’s natural sounds is to force. He helped me to find my own individual voice of expression.

–Ann Saslav

He’s amazing. I don’t know where he gets all this energy. I tell him he’s like the Energizer Bunny, keeps beating that drum, just never stops. It’s amazing. He would get off a plane and come in directly from the airport in those days, probably still does, you know, come in and teach all his lessons and stay until midnight practicing. I mean, he’s an incredible bundle of energy, and he’s literally consumed by music. And I think that’s what gives him his love of life and gives him this energy. I think it’s that love for music and that all-consuming effect that it has on him.

–Karen Shaw

What I appreciated about Mr. Pressler was that he was so kind. While he could go for the kill and you never wanted to be under his scrutiny if you weren’t prepared, but his ego–he was so confident of his own playing. I remember before he went out on stage in Vienna, he was just laughing and joking backstage, and I said, “Don’t you ever get nervous?” And he said, “I’ve never gotten nervous. Ever since I was little, I couldn’t wait to get out on stage and play.” But while he was so confident, he never had an ego that got in the way of his being a human being and kind.

–Jill Sprenger

Studying with Mr. Pressler has been one of the most gratifying and inspiring musical experiences I ever had. His musical vision, feeling, and understanding are almost magical. He was, and still is, a constant influence and reference in my interpretation of the piano repertoire. From him I learned to always go to the heart of the music, to make everything absolutely transcendental and meaningful.

–Rámon Tamaran

He changed my approach to the piano and helped me understand that weight to the pianist is as breath to the singer. Through his extraordinary use of color imagery, poetic lyricism, and profound sense of the dramatic, he challenged me to hear beyond the obvious and opened my ears to interpretative possibilities I had not yet imagined. I now also realize how much I learned from him by example. Being in his presence taught me that an artist’s life requires deep commitment, rigid discipline, steely determination, boundless energy, and above all, finding one’s own musical voice and following one’s own passion. No matter where I go, the mention of his name to other musicians creates an immediate smile and musical kinship. Using his name is like having a musical American Express card: you never leave home without him. His pianism and artistry are legendary throughout the world, and having been his student always fills me with enormous humility and pride.

–William Tucker

I think what distinguishes Mr. Pressler from all others is his unique intuitive and uncanny ability to penetrate and capture the essence of the music; to describe the exact image, character, mood, and color representative of the work; and to pinpoint the pianistic technique needed to re-create the music. He is also a master psychologist and has a remarkable sensitivity to the human response.

–Sandra Webster

When he demonstrated a passage that changed from major to minor, I could see that he really felt the color change in his heart and was able to express it through the touch of his fingers. He taught me how to make the music more colorful by creating layers of sound by varying the touch of the fingers on the keyboard.

–Mary Wong




APPENDIX D. PRESSLER’S STUDIO ROSTERS, 1955–2008

Note: some records, particularly the early years, are incomplete.


1955–1956

Gabel, Harriet

Henry, Jacqueline

Hoop, Elsie

Mayshoff, Renee

Ross, Johanna

Youngblood, Joseph

1956–1957

Brill, Hadassah

Burton, Joyce

Carnes, Ted

Chang, Predenc

Dike, Joy

Hichels, Paul

Jensen, Sandra

Major, Mariah

Wilson, Sharon

Youngblood, Joseph

1957–1958

Carnes, Ted

Green, Rhoda

Haddad, Diana

Hotard, Earny Pierre

Jaulman, Donna

Jensen, Kayleen

Moore, William

Pippin, Partricia

Shirley, George

Stokan, David

White, Marilyn

1958–1959

Basa, Teresita

Birmingham, Hugh

Carnes, Ted

Edelstein, Martha

Fulbright, Ercy Glenn

Green, Rhoda

Haddad, Diana

Jensen, Kayleen

Shirley, George

White, Marilyn

1959–1960

Basa, Teresita

Bogdan, Gordon M.

Cohan, Jack Gordon

Elledge, Carol Anne

Fjerstad, Helen

Garner, Nancy Sylvia

Goodman, Martha

Green, Rhoda

Haddad, Diana

Haddad, Loretta

Hermann, Herbert

Hotard, Earny

Jensen, Kayleen

LaBounty, Edwin

Levin, Nilly

Lewin, Harold

McCoy, Marie

Nielsen, Mary Ann

Peck, Judith C.

Prince, Priscilla

Ritter, Dorothy

Schenkman, Walter

Shirley, George

Sinclair, John

Thornburg, Judy

Tobin, John

Vatcharakiet, Saisuree

White, Marilyn

1960–1961

Baird, Frank

Bechtel, Ben

Bogdan, Gordon M.

Brown, Suzanne Swain

Compton, Kathryn

Deluca, Maria

East, Elizabeth Jane

Elledge, Carol Ann

Fjerstad, Helen

Gaume, Mary Matilda

Goodman, Martha

Green, Rhoda

Haddad, Diana

Haddad, Loretta

Harnisch, Beverly

Hermann, Herbert

Levin, Nilly

Lewin, Harold

Maier, Connie

Marberger, Nola

Peck, Judith C.

Prince, Priscilla

Schenkman, Walter A.

Shirley, George

Tobin, John

Trickey, Robert H.

Vatcharakiet, Saisuree

Ward, Sarah

Woodle, Jimmy O.

1961–1962

Abbott, Jane

Adams, John P.

Baird, Frank

Bechtel, Ben

Compton, Kathryn

East, Elizabeth Jane

Erisman, Zoe B.

Gaume, Mary Matilda

Globenski, Anna Marie

Haddad, Diana

Haddad, Loretta

Harnish, Beverly

Hermann, Herbert

Knappenberger, Shirley

Levin, Nilly

Peck, Judith C.

Romanio, Steven A.

1962–1963

Cohan, Jack Gordon

Erisman, Zoe B.

Haddad, Loretta

Harnish, Beverly

Levin, Nilly

Orvis, Joan Eleanor

Saslav, Ann H.

Webb, Charles H.

1963–1964

Cohan, Jack Gordon

Edwards, William Pope

Emanuel, Jerry Franchot

Ennis, Paula

Erisman, Zoe B.

Goan, Charles William

Haddad, Loretta

Harnish, Beverly

Hays, Phyllis J.

Levin, Nilly

Moody, Carol

Niermann, Priscilla

Orvis, Joan Eleanor

Pientka, Kenneth Charles

Saidenberg, David

Saslav, Ann H.

Seulean, Kathryn Ann

Shimazaki, Kiyo

Suppan, Leonore

Thomas, Linda Elizabeth

Valiquette, Jeannete

Wennerstrom, Mary

Zandmeer, Arlette

1964–1965

Alpher, David B.

Andrews, Craig

Burnett, John Walker

Buttars, Jane Lurene

Davis, Merelyn

Dyme, Saralyn

Emanuel, Jerry Franchot

Ennis, Paula

Erisman, Zoe B.

Farmer, June Marie

Gold, Edward Michael

Gray, George Branson

Hansen, DaWayne Harry

Horn, Carolyn Ann

Horsley, Pamela Kay

Kohn, Laurie

Mafit, Martha Louise

Moody, Carol

Niermann, Priscilla

Paschall, Peggy Williams

Pientka, Kenneth Charles

Renkous, Carol

Robertson, Sandra Lee

Rutledge, Jane

Shaw, Karen

Suppan, Leonora E.

Thomas, Linda Elizabeth

Voois, Jacques C.

White, Rachel Frances

Zendmeer, Arlette

1965–1966

Ahuvi, Uriel

Alpher, David B.

Bruser, Madeline

Burnett, John Walker

Burton, Betsy Bowles

Buttars, Jane Lurene

Dyme, Saralyn

Ennis, Paula

Essers, Louis N.

Gold, Edward Michael

Gray, George Branson

Griff el, Pamela K.

Hansen, DuWayne Harry

Hersh, Alan Bruce

Horn, Carolyn Ann

Horsley, Pamela K.

Jackson, Kathleen Louise

Kohn, Laurie J.

Lamb, Linda Lou

McGreer, Dennis Maynard

Paschall, Peggy Williams

Pientka, Kenneth Charles

Riley, James Kent

Robertson, Sandra Lee

Roddey, B. Gatewood

Schmitt, Jacqueline Jo

Thomas, Linda Elizabeth

White, Rachel Frances

1966–1967

Adams, John P.

Ahuvi, Uriel

Alpher, David B.

Bruser, Madeline

Burnett, John Walker

Burton, Betsy Bowles

Buttars, Jane Lurene

Callander, Ruth Marion

Covington, Kate R.

Duerk, Judith Burhop

Elliott, Pamela Kay

Ennis, Paula

Essers, Louis N.

Evans, Dane Edward

Feninch, Sarah E.

Globenski, Anna Marie

Goan, Charles William

Gold, Edward Michael

Graham, Edward

Gray, George Branson

Griff el, Pamela K.

Hansen, DuWayne Harry

Harb, Charlene Alice

Hirt, Linda

Jackson, Kathleen Louise

Keisling, Connie Lea

McGreer, Dennis Maynard

Orvis, Joan Eleanor

Paschall, Peggy Williams

Paulus, Sharon

Pientka, Kenneth Charles

Robertson, Sandra Lee

Romanio, Steven A.

Schmitt, Jacqueline Jo

Shaw, Karen

Stokan, David S.

Taslitt, Marc Shalom

White, Rachel Frances

Yoshida, Akiko

1967–1968

Ahuvi, Uriel

Alpher, David B.

Bold, Barbara L.

Bruser, Madeline

Burnett, John Walker

Burton, Betsy Bowles

Buttars, Jane Lurene

Callander, Ruth Marion

Cameron, Gayle Ruth

Ennis, Paula

Evans, Dane Edward

Globenski, Anna Marie

Gold, Edward Michael

Gray, Frances Muir

Greenspan, Judith Elaine

Griff el, Pamela K.

Hansen, DuWayne Harry

Harb, Charlene Alice

Hotard, Earny Pierre

McGreer, Dennis Maynard

Merrill, Zoe Erisman

Oden, William Charles

Orvis, Joan Eleanor

Paschall, Peggy Williams

Pienka, Kenneth Charles

Schmitt, Jacqueline Jo

Stokan, David S.

Taslitt, Marc Shalom

Uragami, Yoko

Yoshido, Akiko

1968–1969

Adams, John P.

Bailey, Betty Anne

Barela, Margaret Mary

Bold, Barbara L.

Burnett, John Walker

Buttars, Jane Lurene

Callander, Ruth Marion

Cameron, Gayle Ruth

Cameron, Richard G.

Cohan, Jack Gordon

Davis, Mary Adell

Eaton, Jack

Evans, Dane Edward

Globenski, Anna Marie

Gray, Frances Muir

Griff el, Pamela K.

Hagopian, Robert A.

Hotard, Earny Pierre

Mundy, Nancy Catherine

Ngan, Amy

Oden, William Charles

Orvis, Joan Eleanor

Paschall, Peggy Williams

Rucker, Mary M.

Schoen, Sallie Warth

Schutt, William Joseph

Shaw, Karen

Stokan, David S.

Swedish, Stephen John

Taslitt, Marc Shalom

Whiddon, Lester R.

Yoshida, Akiko

1969–1970

Adams, John P.

Bailey, Betty Anne

Barela, Margaret Mary

Bold, Barbara L.

Brown, William Paul

Burnett, John Walker

Buttars, Jane Lurene

Callander, Ruth Marion

Callies, Benjamin James

Cameron, Gayle Ruth

Cameron, Richard G.

Cohan, Jack Gordon

Ellison, Linda Lee

Globenski, Anna Marie

Goan, Charles William

Gray, Frances Muir

Griff el, Pamela K.

Harbottle, Nancy

Hogopian, Robert A.

McDonald, Charlene Harb

Mundy, Nancy Catherine

Nagai, Megumi

Ngan, Amy

Orvis, Joan Eleanor

Peters, Susan Martha

Petersen, Katrine

Rucker, Mary M.

Schutt, William Joseph

Snow, Pamela H.

Stokan, David S.

Swedish, Stephen John

1970–1971

Adams, John P.

Bailey, Betty Anne

Barela, Margaret Mary

Blisch, Susan

Bold, Barbara L.

Brown, William Paul

Burnett, John Walker

Cameron, Gayle Ruth

Ellison, Linda Lee

Ennis, Paula

Fischer, Ruth Andrea

Globenski, Anna Marie

Hagopian, Robert A.

Jones, Hugh A.

Macpherson, Gordon

Mayerovitch, Robert Mark

Nagai, Megumi

Ngan, Amy

Peters, Susan Martha

Rucker, Mary M.

Schutt, William Joseph

Stokan, David S.

Swedish, Stephen John

Webster, Sandra

Wood, Betty Pai- Tee

1971–1972

Auh, Mijai Youn

Barela, Margaret Mary

Brown, William Paul

Cameron, Gayle Ruth

Crossen, Janet Sue

Doskey, Henry C.

Ennis, Paula

Fischer, Ruth Andrea

Gipson, Ronald Earl

Globenski, Anna Marie

Hagopian, Robert A.

Hoogland, Philip

Lam, Julia Tieu- Wong

Macpherson, Gordon

Mayerovitch, Robert Mark

McComb, Gayle R.

Nagai, Megumi

Penneys, Rebecca A.

Peters, Susan Martha

Planes, Alain M.

Redekopp, Karin

Rucker, Mary M.

Schillin, Scott

Schutt, William Joseph

Stokan, David S.

Swan, Andrea

Swedish, Stephen John

VanBoskirk, Roe A.

Webster, Sandra

Wood, Betty Pai- Tee

1972–1973

Brown, William Paul

Crossen, Janet Sue

Doskey, Henry C.

Ennis, Paula

Evans, Dane Edward

Gipson, Ronald Earl

Lam, Julia Tieu- Wong

Macpherson, Gordon

Mayerovitch, Robert Mark

McComb, Gayle R.

Schillin, Scott

VanBoskirk, Roe A.

Webster, Sandra

1973–1974

Ahmad, Rosemary

Broome, Cherie Michele

Brown, William Paul

Crossen, Janet Sue

Doskey, Henry C.

Ennis, Paula

Evans, Dane Edward

Gipson, Ronald Earl

Hatten, Robert S.

Jones, Sherri L.

Lam, Julia Tieu- Wong

Lehman, Dawn

Macpherson, Gordon

Mayerovitch, Robert Mark

McComb, Gayle R.

McDonald, Charlene Harb

McGreer, Dennis

Melendez, Evelyn E.

Sawamura, Chieko

Schieber, Claudia

Stipelman, Rena

Tucker, William Stanley

VanBoskirk, Roe A.

Vogel, Ronald Brian

1974–1975

Ahmad, Rosemary

Asch, Cathy

Broome, Cherie Michele

Brown, William Paul

Cappelli, Mark

Crossen, Janet Sue

Doskey, Henry C.

Evans, Dane Edward

Gienger, Eugene A.

Gipson, Ronald Earl

Globenski, Anna Marie

Gray, Frances Muir

Hatten, Robert S.

Heiberg, Tania

Jones, Sherri L.

Knox, Roger

Lam, Julia Tieu- Wong

Lehman, Dawn

Macpherson, Gordon

Martin, Pauline

Mayerovitch, Robert Mark

McComb, Gayle R.

McDonald, Charlene Harb

McGreer, Dennis

Pro, George H.

Reynerson, Rodney

Sawamura, Chieko

Snow, Pamela H.

Stipelman, Rena

Stokan, David S.

Stowell, Patricia

Terada, Etusko

Tucker, William Stanley

VanBoskirk, Roe A.

1975–1976

Broome, Cherie Michele

Capelli, Mark

Cheek, John A.

Fee, George D.

Friedman, Marian

Gburek, James Bernard

Geinger, Eugene A.

Goter, Arlene

Grippe, Kerry

Heiberg, Tania

Jones, Sherri L.

Martin, Pauline

Mayerovitch, Robert Mark

McComb, Gayle R.

McGreer, Dennis

Reynerson, Rodney

Siebech, Silvia

Snow, Pamela H.

Stipelman, Rena

Street, Eric

Street, Paul

Terada, Etsuko

VanBoskirk, Roe A.

Watanabe, Etsuko Terada

Wilkie, Christine

1976–1977

Cappelli, Mark

Cheek, John A.

Doskey, Henry C.

Ennis, Paula

Evans, Dane Edward

Fee, George D.

Friedman, Marian

Gburek, James Bernard

Gienger, Eugene A.

Globenski, Anna Marie

Goldenberg, William

Grippe, Kerry

Jones, Sherri L.

Kim, Young Sook

Lorati, Linda

Lortie, Louis

Martin, Pauline

Mayerovitch, Robert Mark

McGreer, Dennis

Reynerson, Rodney

Siebeck, Silvia

Snow, Pamela H.

Stipelman, Rena

Street, Eric

Thomas, Diana

Watanabe, Etsuko Terada

Wilkie, Christine

1977–1978

Cappelli, Mark

Carr, Nadine

Cheek, John A.

Conroy, Mark Lyndon

Ennis, Paula

Evans, Dane Edward

Fee, George D.

Friedman, Marian

Funahashi, Lily

Gburek, James Bernard

Gienger, Eugene A.

Globenski, Anna Marie

Goldenberg, William

Green, Philip Edward

Han, Tongsook

Kim, Young Sook

Komasa, John

Kovshik, Walter

Lorati, Linda

Macpherson, Gordon

Malson, Eric

Martin, Pauline

Mauchley, Jay

McDonald, Charlene Harb

McGreer, Dennis

Moyer, William Fredrick

Reynerson, Rodney

Rutland, John Randall

Smukler, Amy

Snow, Pamela H.

Stipelman, Rena

Street, Eric

Summer, Averill

1978–1979

Arner, Lucy

Cappelli, Mark

Evans, Dane Edward

Fee, George D.

Gburek, James Bernard

Gienger, Eugene A.

Globenski, Anna Marie

Goldenberg, William

Green, Phillip

Griffitt, Lorna

Han, Tongsook

Kawashima, Nobutatsu

Kikkawa, Yuka

Komasa, John

Kovshik, Walter

Mahonske, Adam

Malson, Eric

Moyer, William Fredrick

Otten, Gregory P.

Packer, Lori

Ratner, Richard

Reynerson, Rodney

Rutland, John Randall

Rybak, Alia

Smukler, Amy

Street, Eric

Sullivan, Mark Hallum

Summer, Averill

Trudgeon, Jill

Weinberg, Alan

1979–1980

Blaisse, Muriel

Cappelli, Mark

Fan, Felicia Sum Mei

Fishman, Lenore

Fournier, Michel

Gburek, James Bernard

Globenski, Anna Marie

Goldenberg, William

Griffitt, Lorna

Han, Tongsook

Hashimoto, Kyoko

Higbey, Julie Anne

Kikkawa, Yuka

Kim, Young Sook

Mahonske, Adam

Malson, Eric

Otten, Gregory P.

Packer, Lori

Ratner, Richard

Reynerson, Rodney

Rybak, Alia

Shank, Nadine

Smukler, Amy

Street, Eric

Sullivan, Mark Hallum

Trudgeon, Jill

Wampler, Cheryl

Weinberg, Alan

1980–1981

Blaisse, Muriel

Doskey, Henry C.

Fishman, Lenore

Globenski, Anna Marie

Goldenberg, William

Hinson, James H.

Kikkawa, Yuka

Malson, Eric

Morgan, Katherine

Moyer, William Frederick

Packer, Lori

Ratner, Richard

Shank, Nadine

Smukler, Amy

Street, Eric

Sullivan, Mark Hallum

Tinfow, Bradley

Toews, Heather Dawn

Wampler, Cheryl

1981–1982

Barak, Ida

Byrne, John P.

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Doughty, Dorina

Doyle, Rebecca

Fabi, Marie

Fishman, Lenore

Fournier, Michel

Griffitt, Lorna

Higbey, Julie Anne

Hurwitz, Sheila

Hurwitz, Teresa

Kikkawa, Yuka

Lecuona, Rene

Leutou, Vladirmir

Malson, Eric

Morgan, Katherine

Muller, Marie- Laure

Nee, Elizabeth

Otten, Gregory P.

Packer, Lori

Ratner, Richard

Rhee, Yung- Mee

Smuckler, Amy

Street, Eric

Sullivan, Mark Hallum

1982–1983

Alitowski, Liane

Beckouche, Muriel

Cheng, Angela Mai- Lin

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Dahlberg, Susan

Fabi, Marie

Fishman, Lenore

Frohnmeyer, Michael

Harbottle, Nancy

Higbey, Julia Anne

Hurwitz, Sheila

Hurwitz, Teresa

Jonove, Marjorie

Kikkawa, Yuka

Labe, Tom

Lecuona, Rene

Malson, Eric

Nakata, Atsuko

Packer, Lori

Ratner, Richard

Rhee, Yung- Mee

Shafer, Timothy P.

Shank, Nadine

Sharpe, Kevin Michael

Street, Eric

1983–1984

Alitowski, Liane

Bass, Jonathan David

Cheng, Angela Mai- Lin

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Cohen, Jeff rey

Fabi, Marie

Fee, George D.

Fisch, Asher

Fishman, Lenore

Glazier, Richard

Hanson, James

Hayashi, Ririko

Hurwitz, Sheila

Hurwitz, Teresa

Kawai, Keiko

Kikkawa, Yuka

Ratner, Richard

Rhee, Yung- Mee

Segger, Joachim

Shafer, Timothy P.

Shank, Nadine

Sharpe, Kevin Michael

Street, Eric

1984–1985

Alitowski, Liane

Bass, Jonathan David

Cheng, Angela Mai- Lin

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Cohen, Jeff rey

De Grado, Andrew George

Fabi, Marie

Glazier, Richard

Griffitt, Lorna

Hanson, James

Hayashi, Ririko

Hurwitz, Sheila

Hurwitz, Teresa

Koivisto, Veli

Rambo, Deborah

Ratner, Richard

Rhee, Yung- Mee

Sabransky, Philip

Sharpe, Kevin Michael

Street, Eric

Tal, Michal

White, Miriam

1985–1986

Alitowski, Liane

Banados, Anibal

Bass, Jonathan David

Cheng, Angela Mai- Lin

Chiu, Lorraine

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Cohen, Jeff rey

De Grado, Andrew George

Fabi, Marie

Franzen, Elizabeth

Glazier, Richard

Jackson, D. D. Robert

Kim, Adrienne

Mort, Barbara

Piitz, Lori Ellen

Rambo, Deborah

Ratner, Richard

Roudier, Alain

Sabransky, Philip

Sharpe, Kevin Michael

Uetake, Sakae

Wogaman, Stephen Neil

1986–1987

Alitowski, Liane

Banados, Anibal

Bass, Jonathan David

Cheng, Angela Mai- Lin

Chiu, Lorraine

Chow, Alan

Chow, Alvin

Clasquin, Deborah

Cohen, Jeff rey

De Grado, Andrew George

Fabi, Marie

Glazier, Richard

Jackson, D. D. Robert

Kim, Adrienne

Piitz, Lori Ellen

Rambo, Deborah

Ratner, Richard

Roudier, Alain

Sabransky, Philip

Sharpe, Kevin Michael

Uetake, Sakae

Wogaman, Stephen Neil

Yamamoto, Grace

Zohar, Asaf

1987–1988

Alitowski, Liane

Banados, Anibal

Bass, Jonathan David

Cheng, Angela Mai- Lin

Chiu, Lorraine

Chow, Alvin

Cohen, Jeff rey

De Grado, Andrew George

Fabi, Marie

Jackson, D. D. Robert

Kim, Adrienne

Piitz, Lori Ellen

Rambo, Deborah

Ratner, Richard

Sabransky, Philip

Sharpe, Kevin Michael

Uetake, Sakae

Wogaman, Stephen Neil

Yamamoto, Grace

Zohar, Asaf

1988–1989

Alitowski, Liane

Barnes, Paul Edwin

Bass, Jonathan David

Cerovsek, Katja

Cheng, Angela Mai- Lin

Cho, Cecilia Chinsoon

Chung, Hee Sun

Cohen, Jeff rey

De Grado, Andrew George

Fabi, Marie

Fritz, Conroy Gordon

Huter, Steve R.

Kim, Adrienne

Kim, Joo Youn

Kim, Mia Mikyung

Lee, Tania Ko- Wen

Levit, Cindy Elaine

Murphy, Kevin

Naoe, Manami

Piitz, Lori Ellen

Rosenwald, Eva

Sharpe, Kevin Michael

Siemers, Robert Mark

Sunago, Mika Kitamura

Tschudy, Lynn

Uetake, Sakae

Wogaman, Stephen Neil

Wong, Mary Ki Yan

Zohar, Asaf

1989–1990

Barnes, Paul Edwin

Bass, Jonathan David

Cerovsek, Katja

Cho, Cecilia Chinsoon

De Grado, Andrew George

Huter, Steve R.

Kim, Adrienne

Kim, Elisa Soyon

Kim, Joo Youn

Kim, Mia Mikyung

Linhardt, Cynthia Susan

Lyons, David Paul

Miranda, Julianne M.

Naoe, Manami

Piitz, Lori Ellen

Sharpe, Kevin Michael

Siemers, Robert Mark

Wei, Yu- Mei

Wong, Mary Ki Yan

1990–1991

Ahn, Soojin

Aznavoorian, Marta

Barnes, Paul Edwin

Cerovsek, Katja

Chang, Angelin

Cho, Cecilia Chinsoon

Choi, Mikyung

De Grado, Andrew George

Huter, Steve R.

Jeanney, Helene

Kim, Elisa Soyon

Kim, Joo Youn

Kim, Mia Mikyung

Linhardt, Cynthia Susan

Lyons, David Paul

Piitz, Lori Ellen

Siemers, Robert Mark

Wei, Yu- Mei

Wenaus, Grant Edward

Wogaman, Stephen Neil

Wong, Jerry Tang

1991–1992

Barnes, Paul Edwin

Chang, Angelin

Chen, Han- Yin Judith

Choi, Mikyung

Chung, Hee Sun

Cochrane, Lynda Catherine

De Grado, Andrew George

Fritz, Conroy Gordon

Hashizumi, Yuko

Hsu, Gloria Y-Chu

Jeanney, Helene

Kim, Elisa Soyon

Kim, Joo Youn

Kim, Mia Mikyung

Lyons, David Paul

Ozolina, Agija

Seil, Richard David

Shin, Sukyung

Siemers, Robert Mark

Subotic, Vedrana

Suzuki, Haruko

Topfer, Aaron L.

Wenaus, Grant Edward

Wogaman, Stephen Neil

Wong, Jerry Tang

Yoo, Hye- Young

1992–1993

Auler, Robert Marshall

Chan, Susan

Chang, Angelin

Choi, Mikyung

Garcia- Tessier, Ramón

Harding, Christopher

Hsu, Gloria Y-Chu

Kim, Elisa Soyon

Kim, Joo Youn

Kim, Mia Mikyung

Ohno, Saori Sarina

Poon, Christina Ching- Y

Shin, Sukyung

Subotic, Vedrana

Suzuki, Haruko

Topfer, Aaron L.

Wogaman, Stephen Neil

Wong, Jerry Tang

Yamada, Kyoko

1993–1994

Choi, Mikyung

Garcia- Tessier, Ramón

Harding, Christopher

Hsu, Gloria Ya- Chu

Kim, Joo Youn

Mikkola, Laura Imola

Moon, Suzanne Sayang

O, Sorim

Ohno, Saori Sarina

Poon, Christina Ching- Y

Sheikh, Zaiba Yasmin

Shibatani, Naomi

Shin, Sukyung

Subotic, Vedrana

Suzuki, Haruko

Wong, Jerry Tang

1994–1995

Bolt, Anne Rosemary

Cassidy, Robert L.

Choi, Mikyung

Dessuane, Ana Paula da Matta

Garcia- Tessier, Ramón

Harding, Christopher

Hsu, Gloria Ya- Chu

Kim, Joo Youn

Kim, Moon Jung

McVey, Roger Dale

Mikkola, Laura Imola

Moon, Suzanne Sayang

O, Sorim

Poon, Christina Ching Y

Scow, Gina Marie

Sheikh, Zaiba Yasmin

Shibatani, Naomi

Shin, Sukyung

Suzuki, Haruko

1995–1996

Choi, Mikyung

Choi, Winston

Ferguson, John Murray

Harding, Christopher

Kim, Joo Youn

Kim, Moon Jung

McVey, Roger Dale

Moon, Suzanne Sayang

Scow, Gina Marie

Suzaki, Haruko

1996–1997

Choi, Winston

Cilliers, Jeanne- Minett

Ferguson, John Murray

Harding, Christopher

Jones, Paul Steven

Kee, Soyoung

Kim, Joo Youn

Kim, Moon Jung

Larin, Nicolas

McDonagh, Orla Olive

McVey, Roger Dale

Moon, Suzanne Sayang

Scow, Gina Marie

Suzuki, Haruko

1997–1998

Araujo, Fernando

Choi, Winston

Cilliers, Jeanne- Minett

Fosseur, Anne- France

Frochot, Ludovic Emmanuel

Gales, Carl Edward

Ho, Sarah

Huang, Wen- Ting

Hwang, Veronica Jeong

Iwaasa, Rachel Kiyo

Kim, Joo Youn

Kim, Moon Jung

Kwak, Sung- Ok

Larin, Nicolas

Martellotti, Patricia M.

Planes, Vincent B. D.

Scow, Gina Marie

Tang, Zhihua

Viljanen, Hanna Katja

1998–1999

Araujo, Fernando

Chirico, Amanda Suzanne

Choi, Winston

Cilliers, Jeanne- Minett

Ferguson, John Murray

Fosseur, Anne- France

Frochot, Ludovic Emmanuel

Gales, Carl Edward

Hanus, Michael Thomas

Ho, Sarah

Huang, Wen- Ting

Hwang, Veronica Jeong

Iwaasa, Rachel Kiyo

Kim, Moon Jung

Kim, Sai Hii

Kwak, Sung- Ok

Martellotti, Patricia M.

Oliveira, Barbara

Doria

Planes, Vincent B. D.

Suh, Jung Won

Tang, Erica

Tang, Zhihua

1999–2000

Araujo, Fernando

Cho, Anna

Cho, Soo Hyun

Choi, Min- Ju

Choi, Winston

Cilliers, Jeanne- Minett

Ferguson, John Murray

Fosseur, Anne- France

Frochot, Ludovic Emmanuel

Hartman, Maya

Ho, Sarah

Huang, Wen- Ting

Kim, Moon Jung

Kim, Shinah

Liu, Yi- Heng

Ming, Kristine Leinani

Oh, Jiyoung

Planes, Vincent B. D.

Rajmilchuk, Esteban Ari

Seedman, Joshua Leon

Simon, Sabine

Suh, Jung Won

2000–2001

Athanasako, Konstantin

Cheng, Tong

Cho, Anna

Cho, Soo Hyun

Choi, Winston

Hartman, Maya

Huang, Wen- Ting

Kim, Moon Jung

Kuijken, Pieter

Liu, Yi- Heng

Ming, Kristine Leinani

Planes, Vincent B.D.

Savvides, Christos

Seedman, Joshua Leon

Sokoloff, Larissa

Suh, Jung Won

Wei, Mei- Huei

Xiao, June

2001–2002

Baird, Melinda

Choi, Winston

Chun, Jane Minjin

Cocchiarella, Nino

Fang, Jeanette

Hartman, Maya

Huang, Wen- Ting

Kim, Shinah

Kuijken, Pieter

Lavandera, Pablo Luis

Liu, Yi- Heng

Min, Ahlin Lee

Ming, Kristine Leinani

Planes, Vincent B. D.

Savvides, Christos

Seedman, Joshua Leon

Sokoloff, Larissa

Van den Bercken, Daria

Wei, Mei- Huei

Wong, Sau Ting Stella

Xiao, June

Xu, Grace Enhua

Yu, Grace Chung- Yan

2002 – 2003

Baird, Melinda

Beatson, Alasdair Roy

Briere, Jimmy

Chun, Jane Minjin

Cocchiarella, Nino

Fang, Jeannette

Fosseur, Anne- France

Hellmann, Mary E.

Ho, Grace Szewai

Honik, Inti Sebastian

Huang, Wen- Ting

Lesniak, James Robert

Liu, Yi- Heng

Mann, Steven Kenneth

Min, Ahlin Lee

Ming, Kristine Leinani

Park, Eun- Shik

Planes, Vincent B. D.

Savvides, Christos

Seedman, Joshua Leon

Sommer, Pamela

Wong, Sau Ting Stella

Xiao, June

Xu, Grace Enhua

2003–2004

Baird, Melinda

Beatson, Alasdair Roy

Briere, Jimmy

Cocchiarella, Nino

Erice Calvo- Sotelo, Leo

Gorgojo, Raquel

Hartlieb, Tobias Manfred

Hellmann, Mary E.

Ho, Grace Szewai

Huang, Wen- Ting

Ljung, Philip

Mann, Steven Kenneth

Ming, Kristine Leinani

Park, Eun- Shik

Peh, Alex L.

Wong, Sau Ting Stella

Xiao, June

2004–2005

Adam- Murvitz, Batia

Baird, Melinda

Bernard, Maxim

Chou, Susan

Gorgojo, Raquel

Guntren, Alissa J.

Huang, Wen- Ting

Keller, Ingrid P.

Koo, Abigail Bonkyung

Mann, Steven Kenneth

Min, Ahlin Lee

Park, Eun- Shik

Reeder, Joy Paula

Takei, Ligia Lyka

Xiao, June

2005–2006

Abromovich, Ruti

Adam- Murvitz, Batia

Baird, Melinda

Bernard, Maxim

Chiang, Emily

Chou, Susan

Gleiser, Kati

Hackmey, Efi

Keller, Ingrid P.

Koo, Abigail Bonkyung

Mann, Steven Kenneth

Meek, Scott

Park, Eun- Shik

Reeder, Joy Paula

Xiao, June

2006–2007

Abromovich, Ruti

Becque, Helen

Bernard, Maxim

Chan, Sze Yau

Chiang, Emily

Chou, Hsiao- Tung

Gleiser, Kati

Hackmey, Efi

Kammerer, Benjamin

Kawaguchi, Haruka

Keller, Ingrid P.

Kim, Jayoung

Ma, Carlin

Mann, Steven Kenneth

McQuay, Michael

Meek, Scott

Park, Eun- Shik

Reeder, Joy Paula

Xiao, June

2007–2008

Abromovich, Ruti

Achar, Sonia

Bernard, Maxim

Beus, Megan

Chan, Sze Yau

Chou, Susan

Cubas, Aymara

Gleiser, Kati

Hackmey, Efi

Hartnett, Owen

Keller, Ingrid

Kim, Jayoung

Lau, Shine Shine

Lysack, Chris

Ma, Carlin

Marrs, Andrew

McQuay, Michael

Meek, Scott

Park, Eun Shik
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