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Abstract: The technique of the performer’s movements is deteant to the quality of keyboard performance. The
performer’s motor development is achieved, in agance with the stages of age development. The aoftihis article
presents the methodological principles of work iastering the keyboard movements. Motor skills hage defined
characteristics. They functions in a relation te #mnatomic and psychophysiological profile of trerfgrmer. Their
comprising components have different indexes irsdparate stages of individual development, wiiehdirect requirement
for a change in the methodological approaches. fiiaeao pedagogue needs to find opportunities touémite the
biopsychological potential of the students for msing motor information, to activate it to the maxm extent with the
purpose of achieving a quality musical activityaasinterpreter. The pedagogic selection of mod#isrfotor development
should be based on the current profile of the studed should reflect the hierarchical principlebefilding complex
movements. The refinement of methods for pedagbiiftaence aims at achieving optimal pianist moesns with a free
command of the body; realization of the interrelatbetween the state of the piano playing appasatdshe qualities of the
achieved sound result; mastering of the motor patars — strength, temporal and spatial; buildintisstor constructing
motor programs, which correspond to the semantipqaes and achieve a logical and vivid interpretatf the work;
improving the sensory-motor coordination during pleeformance of the motor programs.

Keywords. Piano, Movements, Motor Parameters, Children, Tgensa Young Adults, Methods of Education

1. Introduction 2. Aim

Piano performance has a proven benefit for everydre The main aim of the author of this article is tegent the
studies this instrument — for the ones, who dedicatmethodological principles, in accordance with thedents’
themselves to a professional career as performsnmsell as age, of work for teaching the keyboard movementshen
for those, for whom the piano is a means of musicgliano. Motor skills have age-specific charactersstiThey
education and training. The beginning of learnmpeérform function in a relaton to the anatomic and
on the piano can take place in different stageshef psychophysiological profile of the performer. Their
individual development. Each definitive life stadems comprising components have different indexes in the
specific characteristics, which are determinant fbe separate stages of individual development, whichdgect
selection and application of the methodologicahgiples requirement for a change in the methodological apghes.
and approaches in education. The characteristicagef The piano pedagogue needs to find opportunities to
differentiate the instrument training advantagesiictv influence the biopsychological potential of thedsnts for
should be made use of, from the disadvantages,hichva processing motor information, to activate it to theximum
concrete pedagogical influence should be focused amxtent with the purpose of achieving a quality roaki
refined. activity as an interpreter. The pedagogic seleatfomodels

for motor development should be based on the curren
profile of the student and should reflect the hiehnaal
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principle of building complex movements.

43

scapula and humerus — at 20 - 25 years of age|faoie —

The knowledge of the psychophysiological patterfis 021 - 25 years; ulna (elbow bone) — 21 - 24 yearistw 10 -

forming of the functional capabilities of the braiwf the
perceptions, of the memory, etc. help to createiefit
models for building piano motor skills and habitgéhathe
aim of acquiring a quality interpreter’s technigqwéh an
overall psychomotor stability, directed at a cneati
adequate to the author’s conception, performanc¢hef
piano work. The pedagogic priorities in buildingg thiano
technique are: a) achieving a rational organizatibrihe
movements; b) mastering the temporal, spatial &eagth

13 years; palm — 12 years; phalanges of the fing&s 11
years. The early age of the ossification of thestypgalm and
fingers points out to the following:
The optimal age for beginning the piano training
childhood, at 5 - 6 years of age, due to the falhgweasons:
* the piano playing motor apparatus at that ageills st
unstabilized and susceptible to influence;
this age is the sensitive period for activities hwit
music;

is

parameters of the movements; c¢) acquiring a ¢ anearlybeginningis needed for the prolongedgssc
psychophysiological coordination of the movements. of acquiring and mastering the piano movements and
their improvement.
3. Tasksfor Achieving the Goal e With beginner pianists, who are adolescents and
young adults, since they have a completely mature
The analysis of the students’ age in an motor apparatus, the pedagogue is faced with the

anatomic-physiological and psychological aspectmiora
different view on the conditions, logic, structuend
contents of the piano training. It directs us te theation of
appropriate to the age models for mastering thexapia
playing movements, through practice and consobdatf
specific musical performance actions, as well agjttadual
expansion of the independency, self-control anckllef
initiative in that regard. Stimulated through tlotivation of .
psychological processes — senses, perceptionstiatt@and
mnemonic processes, is the creation and applicatfon
motor programs, which provide step-by-step meaningf
interaction with the instrument. As a result of tpadual
complexification of the motor tasks, the processds
acquiring specific motor skills and habits becomeren
dynamic.

In piano performance, the interpreter goals ofptiamists
are realized through the movements of the handstlzend
precise contact of the fingers with the keyboarelaked to
the motor aspect of the performance is also theaeriag of .
the pedalization as an extremely specific piano naeaf In teenagers and young people, the cognitive
expression. In this way, through the movementsetiands, PSychological processes are found in the so cafpéchum,
feet and the whole body, a variety of interpretioms and a Which, together with the strong individual motiwat]
complex coordination between them is created, thithgoal present conditions for a successful beginning eftthining

of taking control of the keyboard space. in an instrument.
Piano training should be thus based on the

associative-logical character of the thinking ofigg people,
on the vast capacity of their memory, on the sitgtnlf their

attention and their ability to allocate it, on five process of
emotional reflection, on their personal motivationaeds

following tasks:

achieving a correct posture of the hands, which wil
stimulate the learning of motor skills;

taking to account the personal characteristicsache
individual, regarding the typology of the hand, its
mobility and the elasticity of the fingers, wrisiad
hands, the length of the fingers, etc.;

applying methods for the activization of the
psychological processes for the intensificatiorthef
motor skills and their transformation into
psychomotor skills. This complex process starthat
moment of acquaintance with the keyboard and
continues through all of the stages of learning the
performance art.

5. A Characteristic of the Psychological
Processes, According to the Age

4. Age Characteristics of the Anatomic
Development

When building piano playing motor skills, the adahe
performer should be considered. If the studennisheir
teenage years and is starting to learn the piamaust be
taken into account that it is a period, in whicle tmotor
apparatus has already been developed and it ighabt
flexible and susceptible to training, as in childréhe piano
playing apparatus as part of the musculoskeletstkeay of
the person includes a passive (bone) and an gctivscle)
part. The so called “bone age” is determined byciwters
of ossification of the arm. The ossification in ham
development is completed as follows: in the clayicl

and will.

The larger experience, gathered through the senses,
the higher sensitive culture of young people, aflothe
piano pedagogue to use their ability to compareaamedunt
for the results in regard to the qualities of tloaired with
different methods of sound production. The now il
memory of the student allows for long-term memdia@aof
the guidelines for the ways of playing when overgsam
different motor difficulties when performing.

different motor difficulties when performing.

An especially important moment, facilitating the
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achievement of results with teenagers and younglpes
the capability of thinking over, assessment anéicmitrol
when consciously learning the movements.

On the other hand, the very training in piano adyiv
improves all psychological processes of the indiaig
while musical learning presents wide opportunities
active intellectual development of the student,aose this
is derived directly from its specifics.

Methodadb&idnciples of Piano Technique in the Stages@fdlopment

not exist isolated and is inextricably connected the
processes of metabolism and the general life &gtiVihe
indicators of strength, tremor, coordination anduaacy of
movements, as well as the indicators of speed artbnty,
are found in a certain interrelation, defined bg tfeneral
biological specifics of the human as an individaal well as
by the characteristics of the activities they emgag The

age dynamics of the psychomotor structure and the

A mandatory requirement for modeling new specificcorrelation connections of the motor skills witte thther

movements is the application of all pedagogical hoes
with an accent on those, which are appropriatéi®age. In

functions, the change in quantity and the correfatf the
interfunctional connections in the stages of indiinl

teenagers and young people, these address maialy thevelopment have to be accounted for and considsrék

intellect. Verbal explanations have a leading ingioce in
creating the motor culture of young people, sinbeyt
possess abilities to quickly and thoroughly proctss
information. As a supplementary method,
pedagogical demonstrations are also applied, iardad the
student to combine the intellectual comprehensibthe
movement with the immediate sensory perceptiorsn@d
in this area are self-observation and self-contsol,that
abilities are built for the neutralization of appag tension
in the different groups of muscles in the handss knd body.
When learning the piano playing motor skills, theses for

piano pedagogue.
Psychophysiological  systematic  formations
characterized by dynamics, while, in the pianorumaental

persondtaining, they are subject to active stimulationtHe process

of development of the piano player activity, thetonckills

of the performer are improved and adopt features of

operativeness. An ease of the transition from thtary to
the other modalities appears: the auditory-spasiatl
auditory-motor connections are sharpened, the daatidn
is improved.

When motor skills are subject to constant influeimcine

failures have to be analyzed and the methods feir th process of focused training, which is performedkearning

elimination have to be explained, at the same tthe
movements have to be interpreted as means of reatieé
artistic goals.

According to the conclusions of psychologists akibet
processes of learning all individual stages of tgwment,
an essential moment is the presence of a stimuhis.is an
important guideline in the pedagogical activity. stsmuli
for provoking interest in playing the piano, thédwing are
applied:

e familiarizing with musical

material, which

to play an instrument, a specialized motor develpnis
achieved. When playing the piano, specialized m@rem
with divers characteristic, various strength, spgatnd
temporal parameters are created through the netpsd
stimulating neuron processes.

7. Parameters of Clavier Motor Skills

The temporal component is manifested in the tenipora
the accuracy of the movements and the endurance ahther

performer likes, which has an influence on them andpparatus of the pianists — the ability for conbims work

which they would like to perform. From this it folvs

without lowering the level of quality. The speed of

that the pedagogue should research carefully th@ovements is a variation of the temporal comporgneed

interests of the students;
* participating in a collective performance of musis,a

is expressed in the increase of the frequency ef th

manifestation of the movements in a performancea of

accompanists or a member of a band. In this way, thmusical work in a fast tempo. It is often callecteity.
student receives and additional stimulus, becatfise o The temporal component includes also the processes

the induced feeling of responsibility to the group;
 including the student in a pedagogical play sibrat
in a technical difficulty, how would they explain &

maintaining a constant tempo when performing,
achievement of a steady acceleration or deceleratio
The pressure on the performer’s apparatus of teigis

student the means and methods for overcominig significant. In a relation to this, consideredpart of the

difficulties and achieving greater success rate.

temporal component is also the endurance of thalshan
(manual endurance), as well as the endurance oftiode

are

organism during a prolonged performance of fast

movements (in musical works with faced-paced tempos
The motor skills represent a highly integratedditrite of  with increased requirements for the performance of

an extreme complexity and dynamics of the functionaechnically complex sequences).

connections. Motor skills as psychophysiologicalicture When there are failures to achieve the exact teatpor

are formed in life in the course of the individualparameters of the piano movements in recreating the

6. Piano Playing Motor Skills

development of the person during their whole lifele, not
only during the period of growth, i.e. in childhodthe large
qguantity of interfunctional relations of the psyommor
skills is emphasized by the fact that the motofyaea does

metro-rhythm, the motor learning is impeded. Intscases,
the pedagogue has to identify the specific motablam
and to offer measures for its overcoming. It isgilde that
an inexpert allocation of the attention betweentttsks of
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the two hands is present. It is possible that queaces of
assonances, the student has not determined witle¢herare
common, repeating tones, for which the fingers dioneed
to move or which will be used as a guide point tioe

movements of the others (up or down, sequentialitr a

larger stretch, or with a transition of the hantt,)e to be
delayed with the visual projection of a specifiapeto have
not anticipated the rational allocation of the éngbetween
the white and black keys, etc.

45

more advanced stages of training, performed invtlaig the
appearance of illnesses of the hands is possidrlexample
different muscle and joint inflammations, etc. Fire

optimal technical realization of the conceptualrmbimage,
the rational application of the processes for atin of the
muscle energy and the processes of relaxationesbpre by
the performer is of crucial importance. The cooatiion of

the two processes and the building of clear seliraness in
this regard need to be trained still in the begirstage of

The strength component in the movements of piamssts instrument playing development. Mindful control tife

related to muscle energy. The quality and the dycsmof
sound, the so called “sense of the keyboard” depeanithe

level of pressure and the relief of the musclesnguthe
rehearsal work leads to the formation of automeiatrol,

accumulated energy and the produced strength of theéhich on its turn later on releases the performance

muscles.

In children — beginner pianists, the dynamic spente
performance is poorer and highly narrowed in theesoof
the “forte” dynamic, while in young people durirtgtinitial
stage of education in piano, thanks to the prominarscle
mass and the good intermuscular coordination,
saturation and brightness of sound is easily aeltighut on
the other hand, it is harder to nuance the souoduation in
the “piano” dynamics. The muscle strength of thenst
apparatus grows in the process of the systematik afdhe

piano player on the exercises and musical worles, i.

attention from the observation of this process.

For beginner piano players, mastering each movemsent
connected to the improvement of intramuscular cioatcbn.
The unskilled initial attempts in performance oé thnost

basic movement, for example the performance in “non
thiegato” of a single voice gradual movement with éinger

of one hand, are owed to the undeveloped intrantascu
coordination, focused at the performance of suctina
specialized movement, concentrated on the applicatf a
single finger contact with the keyboard.

The interaction of the participating in the movemsen

strength depends on systematic activities with thewuscles represents the intramuscular coordinatiohitais

instruments, their duration and ways of acquiringhe
repertoire should lead to accumulation strengttifferent
parts of the pianist's motor apparatus.

specific to the individual types of movements aadrot be
transferred from one movement to another. At thgrtreer
stage, the intramuscular coordination of the mowemef

The appearing states of tension in the muscleshef tthe performer should be a subject to special pegleghcare.

hands represent often found prerequisites for ieahn
failures in the piano performance. To master tistses, it is
necessary to build the correct posture, throughchvithe
presentation of unwanted pressure in the musclethef
body can be eliminated. Since the pianist is fodusemany

The more advanced intermuscular coordination l¢éads
increase of the manifested power, speed, endurande
flexibility. The rigidness, the excessive tensiarthe motor
apparatus, the fast fatigability of the musclesratated to
the inaccurate intermuscular coordination anddbk bf the

new performer’s tasks, they are unable to notice thappropriate correction, which reflect negatively tre

appearance of tension in a specific spot in thelban body.
The sensations of tension in different musclesateubject
to their attention and they do not notice them,levhinis

impedes the development of the appropriate motmgrnams.

quality of all performance movements.

In modern piano pedagogy, the freedom of movengnt i

understood as an organized coordination of thevaele
neuromuscular functions of the organism. The aitamaof

In these moments, the role of the piano pedagogue tension and release, pressure and relaxation gfimst’'s
necessary and decisive. The problem of learning arapparatus is of utmost importance for the qualitythe

application of relaxation as a type of technique tioe
achievement of naturalness is not a subject totaileeé

performance.
The spatial component of the movements limits thekw

research, while many pedagogues leave finding vedys field and is manifested in the abilities of thermalayer to

coping with the pressure on the piano playing agparto
the students alone, since they do not considereal bie a

manage their movements, to coordinate them, to uneas
and commensurate. The work on the spatial compa@ierst

condition for an imperfect performance and tecHnicaat correct functioning and achievement of an intahgser

failures. Sometimes the performance of a certaaviet
work could be technically correct, with no visualamditory

auditory-visual-motor synthesis for accuracy anckess in
positioning on the keys of the instrument, basedthmn

painful processes of tension, undergoing in the omot visual-motor coordination, and at the realizatiémwaditory
apparatus of the performer, being perceived. B thcontrol (nuancing of the sound), based on auditoyer

achieved in this way performance, with “tension” the
performer’s apparatus, not being noticed by thelteaand
not being subject to training of habits and skifte

and tactile-motor coordination.
The
coordination of pianists is played by the auditorgtor

largest part in the structure of sensor-motor

relaxation and self-control, often is a preconditfor the
worsening of the problem and the beginner piarogtschot
have the prospect for a proper technical developnhethe

coordination. The foremost importance of the
auditory-motor coordination has been highlighted in
practically all works, dedicated to the performéeshnique.
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As Isai Aleksandrovich Braudo writes: “...hearing i the tempo, strength and character of the tonehénhigh

connected not only to the knowledge of the perfoyimeat to
a great extent also to the movement of his hante. last
relation is too diverse” (, ciyXsT € CBbP3aH HE CaMO ChC
3HAHUCTO HaA MU3NBJIHUTCIA, a4 B TOJIsIMa CTCIIEH H C
JIBIDKEHHETO Ha pblieTe My. [lociienqnara Bpb3ka € TBBPJE
MHoroo6pasna”) [1, p. 220].

The improvement of auditory-motor coordination five t
process of piano training is predetermined by e tof
visual signals. Note signs, reading sheet musisvorstaves
during the beginner stage of the development ofptheist
technique creates specific problems, related tderiag of
the process of decoding graphically encoded noteinéo

point, the hand is curved and starts to relax. fEfexation,
the lowering does not represent free fall, but atraled,
restrained movement.

In the lowest point, also without stopping, thegfn
sharply produces the next tone and the same prasess
repeated. In a faster movement, this principleunfping
while constantly moving the hand is kept, only higéght of
lifting the hand is shortened. The faster the terngyahe
greater the role, played by the connecting movesneithe
hand.

In the initial stages of piano training, first te kearnt are
the movements of the fingers, then added are tifgino

semantic auditory and motor units. Knowledge of thenovements of the hand. Practice shows that the most

psychophysiological processes, related to readgiggs
opportunities for applying the correct
techniques. When reading, the goal is to accelettae
appearance of auditory notions, after the visuatqgions,
acquired through the sheet music. They are theitonsl
for a correct motor reaction. The notions shouldlude
whole semantically connected groups of tones, &t f
comprehension of the logic of the musical constonctThe
action of this system, based on the visual-heamogr
skills synthesis, is achieved with the active p#vtition of
the attention, the mental processes and the menmher
book “Psychological Principle in the Performer's’A6, p.
5], Tamara Yankova writes the following:
performer, the note text plays the role of a stimulwhich
influences the visual analyser and activates aeraain
centers. Impulse waves are sent from them mainlghéo
auditory and correspondent motor and tactile zowbsgh
prepare the auditory notions and at the same tiing into
a state of readiness and activate the individua¢agages of
the whole body” (HotHusT Tekct 3a My3HKaHTa ce sBsBa
Karo JApa3HUTeN, KOWTO BB3IEHUCTBA BBPXY 3PUTEIHUS
aHaJIN3aToOp W OXKHMBABA ONPECACICHU MO3bYHU OrHHIIA. Ot
TAX C€ OTIPaBAT HMIYJICHU BBJIHU HTPEAUMHO KbM
CIYXOBUTE H CBOTBCTHHUTC [OBUTaTCJIHU W TaKTHUIIHA
O6HaCTI/I, KOWUTO TIOATOTBAT CIIYXOBUTC TIIPECACTAaBU U
CBIICBPEMCHHO IIPUBECXKIAT B TOTOBHOCT U HCFICTBPIG
OTJIEJIHUTE KpalHUIM Ha 1s10To Ts10” ) [6, p. 5].

8. Types of Performance Movements

comfortable and natural are the movements, donle thé

pedagogicatwhole arm”, from the shoulder joint.

When seeking economy of movements, the hand should
move smoothly and uninterrupted, assuring the most
comfortable position for each finger. In combinasowith
black keys, the wrist can rise. In this way, itieadly interacts
with the fingers. At the same time, the active &irgstrictly
limit the movements of the wrist and prevent itfreshaking,
loosening. Namely, this represents the useful fseedf the
wrist. Because of such interaction, the unneedadgsof
the fingers and the excessive movements of thetsaaise
eliminated and an economy and efficiency of movemen

“For the achieved.

The fingers that have played, together with thestyare
travel in the direction of the movement, tryingcmndense,
narrow the position of the hand. Thanks to thig finst
finger is found in the most comfortable positiom feoving
under, and 8 and 4" — for going over the first (in the reverse
movement). At the moment of transitioning, the hand
seamlessly shifts in the direction of the movenaamt gives
the opportunity for the first finger to freely apich the next
key, press it without a push and without additiswinging
from the wrist. Because of the closeness of thgefis and
the incline of the hand towards the side, the feansf the
second finger is also in an appropriate positiorafemooth
transition through the first finger over the shett@ath
(without an unneeded swing).

When alternating short figurations, within the lismof a
single position (for example, for short arpeggitisg, thumb
in an upwards movement and the fifth finger, moving

In the initial stage of education, the work on thedownward (right hand), should be brought to thst fkey of

movements begins by learning the different articoes —
non legato, legato, staccato. Used for the learafrey new
articulation are short tonal combinations, aftericluhthe
sequences are extended. In legato, for examplesdwnds
are combined at first, “shifting” from finger tonfijer, after
which this combination should be performed withirmgle
movement of the hand, i.e. releasing — pressinthitnway,
the initial habits for playing in legato are formed

In a short staccato, the sound is made with adined
phalanges of the fingers. The sharp sound productoses
a fast and elastic jump of the finger from the hapdto a
specific point, while the height of the high poilgpends on

the subsequent group, so to be prepared, withessinyg it
yet.

These ways of moving the hand, bringing together th
fingers, transitioning the thumb and transferringptigh it
the 2nd, 3rd, 4th fingers protect the techniquthefpianists
from angularity, abrupt transitions, unneeded ats;en
excessive movements of the hands and fingers. Jdts
conditions for fluidity, wholeness of the movemestsd
tone uniformity.

It is necessary to combine the freedom of the hamds
fingers with their organization and discipline, aasido the
intensity and continuity of movements — with ecoycsnd
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efficiency. The choice of fingering has an impottan
significance in technical work.

It should be chosen mindfully — this simple reqoient is
often forgotten by the beginners. When readingnfany of

them the fingering remains on the background. When

playing in a slow tempo, the accurate fingeringapss the
attention. In this way, incorrect fingering is learAnd only
later on, with the transition to the real temps uihsuitability
is found.

Certain fingering “formulas” have been formed ire th
performer’s practice. When learning such formulas f
scales and arpeggios, the beginners also develdairce

motor habits. The correspondent motor stereotypes a

formed, which facilitate automation and consolidatof the
movements. They help in learning the “texture folami
encountered in musical works.

However, when studying a musical work, the perfarme

does not always have to use only the traditiomajefings,
but needs also to choose the one that is mosdsiatethe
artistic image. The pedagogue should teach thenhegihe
fingering concepts and, alongside the student'saicgance
with the traditional fingering, direct them to uelétypes of
varied fingering, according mostly to the artigtigrposes.
The pedagogic principles of fingering are mainiyed at:
mindful attitude towards the markings;
consideration of the individual characteristicstioé
student;

consideration of the tempo of the work;

L]

L]

guidelines;

Successful motor development is achieved
conditions of gradual complexification of the kegbd
composition of the musical works. In this way, l@ag the
movements for mastering the spatial plane is pevéarin
stages, while the main indicator is the texturéhefmusical
pieces, included in the work material.

The texture (in Latin, “facture” — preparation, loing or
the Latin word “facio” — to do, to accomplish) oniges in
an artistic uniformity all of the means of expresspf the
musical language and provides an overall comptaik bf
the work. Texture differentiates and unifies in tica,
horizontal and depth a whole range of componentsse
analysis is an important condition still at the gstaof
familiarization of the beginner with the sheet nousir each
piece, and has a direct influence on the developwfethe
piano performing movements.

a7

natural, unforced state, allowing the developmérs o
habit for, in equal parts, smooth and more dexterou
performance.

Helpful for the simultaneous development of the
techniques for both hands are the symmetricallggua
technical figures in the staffs for both handsfqrened
with a synchronized matching fingering.

An important role is given to learning a scale téghe.
The work is performed in two directions: overcoming
difficulties in the position and learning the trdims to

a new position.

Position playing — as a starting point in the
development of the technique. A significant amaafnt
figures from the minimalist technique, presented in
form of short uniform in rhythmical and technical
structure positioning cores, repeated over theseoaf
the whole work or in its long episodes.

In order to overcome technical difficulties, itiseded to
create an ability in the student for identificatiof the
difficult places and for transforming them througdriation
into technical exercises — i.e. they should be &blereate
“templates” on their own and turn them into motabits.
For whatever types or variations of motor technjque
learning comes down to developing motor skills. The
performance of chords, octaves, finger figuratiadrilés, etc.

— all elements are connected to the acquisitionmofor
skills. The more motor skills the pianist has deped, the
wider and manifold their scope, the more dexterand

2

3

4

the writing should not be whole, but only provideflexible they are, the more stable, that much mtre

development of the motor skills will be successful.

in the The motor technique is formed in different types of

performer’s activity — for example, with detailecbrk on
one type or other of musical works. An efficient ywaf
developing motor habits is training with speciathmical
exercises. This truth has long been revealed anfirocwd
from the experience of many generations of pianite
exercises lead, along the shortest path, to acguihe most
commonly found texture formulas and combinations.
Practicing, the pianist develops stable, firmly saidated
ways of performing specific piano playing activitieThey
should find on their own the most comfortable, fitagiano
movements, which they should seek mindfully, fongsin
this task, experimenting and selecting only thetmesded
ones through the mechanisms of self-observation and
self-control. The search for comfortable positiamsl finer
motor sensations is an important process. The hstnoldd

The approach for mastering and perfecting the motdre adapted to a different textural pattern, appatgr

skills should be connected with the choosing andifig of
the appropriate keyboard exposition of the musieatks
for beginners. Some of the essential moments are:

positions should be sought, aiming to relieve ftiffecdlt, to
facilitate the complex; the uncomfortable shouldrbade
natural and acceptable.

1 Learning minimalist finger movements. The types of As a conclusion for the above-stated, we have to
minimalist techniques have been developed mostummarize that the technique of the performer’sentents
thoroughly in the beginner’s educational materfal. is crucial for the quality of clavier performancéts
characteristic trait of them is the stable positioracquisition and development should be based onadstbf
allocation of the technical figures. All five figes are full and free command of the body, knowledge of the
positioned on the degrees in a fifth (quint) positiin  anatomic-psychological specifications of the pianis
this most comfortable positioning, the fingers sr@ apparatus and the mechanisms of organization of the
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movements. This gives an opportunity for analyzing
detail the movements, for comprehending the reasbtie 3
appearance of inconvenience in the motor productibn
sound images, to find the shortest and most caoreipg 4
ways for neutralizing these causes and to seelbptieal

piano movements.

The piano teacher should therefore know well the 5
psychophysiological bases of the organization of
movements, the actions of the psychological prasess
during performance, structure and functions of pieno 6
playing apparatus, in order to refine the methods o
pedagogical influence and to teach motor abiliiespeed

Methodadb&idnciples of Piano Technique in the Stages@fdlopment

learning the movements;

Mastering of the motor parameters — strength, teaipo
and spatial;

Realizing the interrelation between the state @& th
piano playing apparatus and the qualities of the
achieved sound result.

Building skills for constructing motor programs, iatm
correspond to the semantic purposes and achieve a
logical and vivid interpretation of the musical \pr
Improving the sensory-motor coordination during the
performance of the motor programs.

of movements, dexterity, strength, endurance, doatidn.

The entire motor system is managed, regulated arfReferences

coordinated by the nervous system, in a closergltdion
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9. Conclusions

As a conclusion of the exposition, in the presetitla, [4l
the following methodological principles are formield for
the development of the clavier technique:
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from the realization of the muscle-strength and®!
intermuscular coordination through the sensor-motor
relations to the semantic image goal,

2 Individualization of the methodological principlés
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