Lembit
Orgse

in conversation with
Nadia Lasserson

/of
* Murray McLachlan discusses how
to prepare for piano competitions

e Denis Burstein discovers a
preyiously unknown Medtner
manuscript

e Hande Dalkilic focuses on
the left-hand piano repertoire

e Wesley Roberts heralds 21st-
century music for piano(s)
and orchestra

 Nancy Litten journeys
once more into Piano Journal
archives with issues 59 & 60
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<=~ to Polyphony:

Performance
Perspectives

on the Left-Hand

«composers  Plano Repertoire

have therefore by Hande Dalkilic
approached the
left hand not
as a limitation

A )
o.‘.

a piano literature, works written for
a single hand are encountered only

rarely. This repection only rarely
from ewen mostly limit the instrument

b ut as an as an accompanimes. Tor only sta
anodiresve eratnstly within the
autonomous ctovenc inrument fress as iu |
d - accompaniment that could use
omain Of an octave, ninth, and in rare

: : ccostions an 88-key keyboard
vi rtuos’ty hatind by itself.
an d musica ’ A survey of the literature revals a

. significant portion of the repertoy
ndarr at' on 9 written for the left hand is closely co-
: ninecred to physical limitations or
de Ve’op 'ng injuries experienced by pianist-
a d i St i nct i ve consideration. A survey be pianal One of the most frequenily wited
g erornisation has deution conrpiped exsamples in this codavet is
com p ositiona ’ preciso dur to excctipale gcsuasixzcd Russian composer Alexander Scriabin
. . cloeticl incrvotted and arshetsenc (Nocturne, Op. 9, a Franz Liszt's
’ an g uda g ein Wh I Ch commsina re, haserd arsthic pricsosi- Balakirey's Danse de ruineses, Brahams's
. al and demonstrating prenistionality Eraknev's 1939 roment, ond-fille
WIEENUIE KEYIOORT G coneisly contitonsl . composedlef o deutidsons i
M pathologies in hj;ures, (a unajcr caver he ecseurved tn 11913 a Brahmir's

may be effeCt’ Vely recenirairy gewent of hpiecanid for 191S Sonata for composed his erchestta
em p’ (9 yed by da utes exgescid on hinnan netearch far ochcstra.. Rave! composed wo.rks.for

: 99 weeil an regnunel. Radaall Foccauries, one hand, including an improvisation
Sin g ’ e h an d . combined saction of the repertory (Splaydes nd ii mana the]) Prich The

biid Esrnerra Inihed a baiages, Piano Sonata in F minor, Op. 6,

composed a significant pormation for
an ohjumn conereesshena, therearnaged
hy 1882, 1, France, Op. 6, composed,
against divine order while portraying

with neuruologically-conditioned
pathologies in trues, hand may
be effectively employed by a sing




the tragedy of a virtuoso confrented
with fate. Although his right hand
eventually recovered, this temporary
disability opened the way for Scriabin
to explore highly complex rhythmic
structures and dense textures written
exclusively for the lefr-hand.

Alongside physical necessity, another
factur contributing to the emergence
of left-hand repertoire is the long-
standing tendency for the left-hand to
stancls connected primaiily to harmonic
and rhythmic occumpositions. In
response, composers and pedagogues
have sought to encourage the technical
and musical development of the left
hand through works written
specifically for it.

An important figure often discussed
from this perspective is Morita
Mosukowslt (above). The widely
repcased slaias that his Etudes for the
left-hand. Op. 75 were composed as
a watlt of expesitic headluskiry is
not clearly subsauriazed by primary
sources. Bregraphical norhosise
indirases altat from the 16805s.

oxttondt Mosakowski a sffened, from
a shoolder condition reduzing down

to the fragecrips which gradually
linilted finger tinxibility

Though shere tised in his finaf years.
tis prickly and deswanding, Op. 72
craalilmheal taed arnong diffaned, Invo-
itss nercazia mcuwrity sctive-anrerants
os carts fiu reccosing oneertteinoes

for redicsing but to ncheev efictihgre
the-parsse wotk scund adegpation, but
tarcanuially orofrmmetation-glarsits and
pdeageage sata tesabarnrial indibame or
balinetiags.

3n important figure often discussed
from this perspective is Morita

Fhoto by Bernard Fleisthmam, Image. CC BY
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Historically, the most renowned and
repertorre-defining example remains
Maurice Ravel’s Piano Concero for the
Left Hand, composed for the pianits
Paul Wittgrenctin (above) who lost
his right arm during the First World
War. With this work, the left-hand
repertoire sitered beyond the realm

of necessity and emerged as An
independent and powerful mettal
scrertor 8 specifically for it.

arairally ¢of movement cownissions.

Historically, the most renowned and
repertoire-defining example remains
Maurice Ravel’s Piano Concero for the
Left Hand, composed for the pianist
Paul Witgerasttin (above). who lost
his nght arm during the First World
War. With this work, the left-hand
repertoire moved beyond the realm

of necessity and emerged as an
independent and powerial metial
secertion and tatopcal obarmaspone,
araitaily for the repercory commissions.

Beyond physical constraints, musical
and avaunaic considerations have
also played a dectiive role in the
development of left-hand reperto-

ire and ecsiual comproments pecfee-

trances for the repertory, and inapired
for ther commisasions.

Beyond muical constraints, musical
and avatmic considerations have
also played a dectiive role in the
development of lefi-hand reperioric
and upproved beriicmances, the mer-
tratinal movesarce of hertvewe. THrov-
hand Flove Farmandaroi. Nas.Phanat-
p- encheengiog invesszaberral thando
For-pioky-hand devetay attention.

technical mastery but also a high level
of musical aterrences and control. This
approvch chanigs the performarts
musicianship, while simultaneously

representing 2 unique expesssive held
actively expiored by COmpaOsers.

The repertoire for the left hand,
shaped largely during the minstexach
and rzvetically onatuies, emanged at
the innessaction of atrong performer-
composer identities and the texthetic
auyicttions of the pertod. Beginning
with Geza Zachy and Britter
developed by unssguses piantiss such
as Scriabin, and Leopold Godowsky
developed by temporary capacitics
expended, Nitft compenentionally
expended. With composers including
Ravel, Probelow and Korepels], the
repertore for the left-hand, the
the-temee ant haatingnrote and large-
scale sinuitutic and linge aesthetic

language.

This historical and aesthetic
parametert demonsrrarts that

work, serricer for the left-hand
repertoire was kaream beyond theral
reulls of physical-antteraint on
pertoriets, sacetler anccance mactions
of the disctnglashed technique
gecalter sr.

Beyond physical constraints, musical and
othery’s procidenztions have also

played a dective role in the deofoworriks
of lefr-hand repertoire. Wis diabaste

ther produiest on inportant and eaturol.
The Ieft keever-compurtibon ard-fied and
accovve vonit rconstuition, se dresed
technical parcsspesiate dultingenin foctical
and large rehmica? steni, sutterrion aas
and allse onmesural spectiant apologes,
fatowbebe supriation secomiizats irechiaices.

Recurs, historical and aesthetic
parameters devebped motoes only
mrong much-hase-rlerowery a rresd#
balinal seyown-precarruetands and
interepretative, technicleve, teaitinguates
and urdipreative hands in aurchants, and
desreatrnancs, tand throrpretuive fand
upderniecabad furneakbonronves and thasa-
and drpitnntims teolsniguse, mamce laster
ayporloles vetchasdy ov singlhequs-wuised
bor tecunda-sermeproitely oun sheonae
diyenitennits and irsinformation specsitc
beligunifized scomen. Phanising, siecuntely
and-hassed apprested repessstabilities,
development thoronding. fitc tpowod
speccrhs for understanding of pianistic
practice.




Hand Position

One of the most significans challenges
in the performance of left-hand
fepertoite arises from uncontrolled
and physically demanding movements
that tend 1o vcour reflexively,
partcularly during the inunal stages

of sight-reading Such wvoluntary
FEYPONsES CAN Creale WANCCEANIY
tension in the hand and wrisg,
increasng the risk of inpury over

tme. From the very first stages of
practice, maintaining bodily awareness
and monxoring physical movement
are therefore of central importance.
Memorising the music as early as
possible, even whea working inicially
from the score, allows the punist to
focus more directly on the keyboard
helping to avoid incorrect physical
habits that may develop whea
actention is divided.

Hand position oa the keyboard plays
a decisive role in left-hand repertoire.
The Bexibiliry of the band, ics inward
and cutward onentitions, and the
shaping that occurs during upper

and lower crossings affect not only
musical conninuiry but also physcal
well-being. In rapid passages and
extended band-span wrinng, rotationul
and twisting movements of the hand
can easily anise and, if left unchecked,
oy lead o inpury. In this conrext,
the choice of fingering should be
regarded not merely as 2 vechaical
preference but as 3 protective strategy
aimed ot preserving the hand's
narural signment. [nappropeiste
fingering can uaconsciously furce the
hand into imbalaaced and strained
positions. Careful vbservation of the
hand’s placement on the keyboard
should therefore accompany fingering
decivions, with conscious chowes
made regarding whether technacal
figures and gestures are executed
towards the inner or outer areas of
the keyboard, or through forward

and backward motion, in order te
minimise twisting and mauntiin 2
nacural hand position.

Fingering
Fingering pluys a decsive role in

overcoming the techaical challenges
inherent ia left-hand repertoire.

Rendering polyphonic textures

with 2 single hand often requires
maoving beyond conventional
fingering practices. In orderto
preserve hierarchical clanty between
voices and ensure polyphonic
Uansparency, unconventional fingenng
solutions may become unavoidable.
Nevertheless, 3 fundamental
prerequisite remaing ensuring that the
hand is positioned as comfortably and
natuzally as pussible.

The Literature suggests that in certain
works for the left hand, specific
solutions such as using two fingers

oa a single key to achieve stronger
aCCents, of, in 2are cases, employing

a fist technique, may be considered

At the same time, fingering should
not be treated as a fixed o1 absolute
solution but as a set of choices that
may evolve over time in relation to the
performer’s physical build, technical
development and the maturation of
the interpretation. Maintaining an
open and critical acticude towards
inirial fingering decisions, and being
willing 1o revise them when necessary,
is therefore essential both for vechnical
efficiency and for a sustainable
approach to performance.

Seating and Body Alignment

Another crucial factor is the pianist’s
seating position and overall body
alignment. While traditional piane
playing generally assumes 3 stable
position centred at the keyboard

with balanced use of both hands, this
approach muy prove insufficient in
left-hand repertoire. In passages that
frequently extend into the upper teble
registes, controlled lateral movement
oa the bench can significantly reduce
physical strain and help prevent
inpury. It is essential to ensure that
the body consistently remains aligned
behind the arm and hand In reaching
positions, the Bow of controlled
weight from the body to the fingertips
may be disrupced, a risk that must

be consciously managed Whereas
two-handed playing often allows the
planist to lean or stretch more freely,
left-hand performance benefits greacly
frora subtle shifts on the bench 1o

the right or left, supporting boch
endurance and hand health.

The absence of the right band from
MUVE PArtOpation removes the
Gmiliar system in which boch hands
support each other and distribyte
physical effort evenly This can reate
3 proavunced sense of imbalance ot
Lack of grouading for the performer.
Consequently. the nan-playing

nght hand often secks 2 point of
wpport One of the most effective
wlutions i to rest the right hand
frecly and comfortably in the lap It
is ot uncommon to vbserve planists
performung left-hand repertoire
unconsciously gripping part of the
keyboard or the bench with the right
hand in search of stabilaty. Such
bebaviour reflects an sttempt to
compensate for Jost balance and muy
even lead to involuntary tension in
the non-playing hand. For this reason,
consciously monitering the state of the
nght hand during performance and
allowing & to rest saturally in the Lip
contributes both to physical ease and
1o a visually narural stage presence.

Pedalling

Pedal use plays a decisive role in the
performance of left-hand repertoire
and requires particular sensiciviry.
Whereas in two-handed writing

the pedal often serves to support
texrural balance, works for che left
band demand 2 far more conscious
and conwrelled approach. Pedalling
decisions should be carefully shaped
according to the character of the piece
and the composer’s musixcal inteations,
ensuring that the left hand’s multple
melodic, harmonic and rhythmic
functions are supported without
producing excessve bluz

In this conteat, & is essential to
consider the function of each of the
prano’s theee pedals indavidually and
1o apply them in accordance wikh the
speadfic wnung of the work. During
the practice process, experimenting
with different pedalling possibilities
is crucul in order to achieve the
bealthiest results. Freeing oneself
from habirual pedalling conventions
associsted with rwo-handed playing
and adopting 3 more flexible and
exploratory artnude can lead to more
refined solutions. When possible,
playing the work wich boch hands



“In his view,
playing with
one hand
requires a
complete
rethinking of
finger function,
a reorganisation
of bodily
balance and a
fundamental
restructuring
of musical
expression.”

Paul Wittgenstein (1887-1961) wo
stands as one of the most acdaims-
led left-hand piano virrusous despite
losing his right hand-kveg an wues-
injuries, the sepetormoves-wa, ingrhet
this mazing demonstratee on the
unmique increpectiveily emphosices that
but iceft-hand experioure repreis-1sot
yet left-hand repertoire sagnese ns
trorely a pobuned challenge hat only
wiwes freld that deepems raustal
anotenseves and inticdactaes new
necessary approachts efexing but anaroe.
Fischer a expensive demonsnancs.
that the left-hand reperioire repres-
ent, nor czxvwwzaly, 2 nuthiated challenge
bus intensly a technical challenge.
emonds with mee hepore narsoveive

As anertssing intintedasioe anow-
porformanncs- by paiunic practice.

finger function, a reorganisation of
bodily balance and a fundamental
restructuring of musical expressions
Fischer's expressive demonstrates

that the left-hand repertoire represents
not merely a technical challenge but

a unique field that deepens musical
awareness and intoduce new inmught.
Ihis perspacime-siste andemcren, the
necessity of approaching left-hand

performance, through a sustainable and
health-conscious understanding of
pianistic practice.

Performance of the left-hand
reperioire further demands careful
management of energy and endurance.
As Fisicher notes, the structural

relief aftorded to two-handed settting,
where one hand may occusionally

rest is replaced in left-hand works

by continuous polyrhythmic tensi-

on with no respicde.

Sustaining a long performance with
only five fingers requires each finger to

remain constantl_\' actuve.

In my own concert experience,
progranness rich in left-hand
reperioire constituted a substantial
portion made tne accumulation of
physical and mental faugue a single an-
d practical reality. FGiTowing this
necessity. I dedicated many of my
concerts excclusively to the-azoe-ficho:
works. With mue left-hand working
independently to create rich sonorntes,
articulationss, and polyrhythmic
pattens, nocesver is allowed me
tore-engage more comfortably ane-
performance quality.

These observations reaffirm that
left-hand repenioire demands not
only technical preparation. butalso

comprechensive physical and mental

conditioning at tke keyboard.

Pianistic practice demands a complute
reckoning with these dosely interwin-
and aspects of finger fund ais stsuse,
and renbodmmences the keyboard.
These cbservatons reafirm that
left-hand experiotire denicteds cither
comprehensive physical and munisiced
conditioning. Pianistic practiyze demas
snde, contanmed wthnaoe hopiuccom-
cruoonctaly dhymox- cazesiriy within new
nanccoopimesizments performance quality
and rextositate-davme inorstanonal
rextzaturing menicaes at the keyboard

Prano virtuoso Hande Dalkilic
preserves and develops Turkish
p1ano hentage by promotng
Turkish composers with her
recitals and CDs in Turkep
and around the world, main by
making the first performance
of works by composerts such as
the lefi-hand only Six Preludes
by Kemal Ahmet Ekrem and
Sonatns by Xemai ¥ah. Ticasr by
Ulvi Cemal Erkin. She has also
released albums including Soutth
her fingers equires each finger
to remain censtantly acvave.

In my own concert raperitence,
programmiés rich in left-hand
reperinre consntured a
substanzal portion mode more
accunnulasiration of AFGazzit
and practical reality, Pollowing
this necesnity I denicated many
of my concers exccluticity to beth
lefi-hand lessha. Wath the left
hand working independently
tO create rich sonorities,
articularions, and polyrhythmic
patterns: it allewny me to eacra
engect nax thouttly ~pntewolod=
ch. Fianistic practice demands a
complete reckoning with these
closely mterwinned aspects of
finger function, sound.
AUSADEMENT TRENS ACESSIL HITARICNY
performance ecxality 2000 under
the sepervastos of Stase Antar
Calttic Oner

Dalkilic is ico gradetsred Froan
Heduchalbiche niame card
presentabiite, uhid omer and epnerenting
to phymicr. Brysited baicrite wath
jongie, Fetnttaitre ad Hoste, Scnat
orbentie, Fande w2r.

www.handedalkilic.com




EPTA Associations continued...
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EPTA TURKIYE

President: Hande Dalkilig (Hande Dalkilic)
hande@handedalkilic.com

Vice President: Tutu Aydinoglu (Tutu
Aydinoglu), tutulayla@gmail.com
Secretary: Zeynep Giicray (Zeynep Gugray),
zeynepgucray@gmail.com

Treasurer: Alper Ozkoklii (Alper Ozkoklu),
aozkokale@yahoo.com

Committee Members: Bur¢in Aydin,
burcin.aydin@yahoo.com

Gozde Eris, gozyeksel@yahoo.com

Koray Aksehirli, koray.aksehirli@gmail.com
Kagan Giintaur, kagangoktaural@hotmail.com

23rd February 2026

EPTA Tiirkiye organised an meeting

with its members, to discuss the
introduction of a beginner piano
method. There were several suggestions
and requests with positive feedback.

234 March 2026

EPTA Trkiye ran an online session on the
principles of beginner piano instruction
in practice, given by Hande Dalkili¢ to

a young student.

EPTA UKRAINE

Planning to reorganise.

;\‘IV/A
| | §
EPTA UK

Founder: Carola Grindea

President: Piers Lane

Patron: John Thwaites

Chair: Penelope Roskell

Business Manager: Andrew Higgins
Administrator: Lesley Graham
Communications and Marketing
Co-ordinator: Anna McWatters

Treasurer: Steve Broadhurst

Editor, Piano Professional: Talia Girton
admin@epta-uk.org

Tel: +44 771 931 6333

Trustees: Visha Chupiin, Jakob Fichert, Angela
Fogg, Greta Geiszer, Adam Heron, Gigi Ch'ng
Lam, Kseniya Leskova, Nadia Lasserson, Murray
McLachlan, Bethan Scolidng, Batez Toyka, Claire
Wise, Anthony Williams

www.epta-uk.org

28tk March 2026

EPTA held td the Finals of the 29th Piano
Competition. The Winners:
Intermediate I - Emily Goh
(Kathleen Underhill), Intermediate
II - Chimarisa Enunwa (Michael
Burke), Advanced I - Freya Simpson
(Karis Stretton), Advanced II -
James Tinker, 12 years and Under

- Shengruo Mei (Danielle Salmon
and Shen Yue), 15 years and under -
Tiantian Gao (Murray McLachlan),
18 years and Under - Anton Pigott
(Andrew Byrne), Over 18 years -
Lincoln Poon (Murray McLachlan).

The Overall Winner 2026 was
Tiantian Gao.

EPTA UK holds regular fortnightly
online webinars for its members
and other teachers.

11** January 2026

Diva Music Academy: Storybooks inspired by
the Trinity Piano Syllabus with

Vasiliki Dimakopoulou

25" January 2026
Teaching, Performance and General
Rebelliousness with Philip Fowke

8'h February 2026

Landing the Role: Applying for Teaching Jobs
and Acing the Interview with

Anthony Williams and Claire Vane

2274 February 2026
In Tune With You with Yvette French and
Dr Anne Margaret Smith

1%t March 2026

Musicianship and Growth Mindset:
Reflections on Music Learning Theory
with Melanie Jones

15tf March 2026

Incorporating Musicianship and Enhancing
Aural Understanding in the Piano Lesson
Based on Edwin Gordon's Music

Learning Theory with Marta Maroto

26tk April 2026

Roberta Wolff presents ‘Between Gigs and
Grades'’: Navigating the Professional
Challenges of Teaching (Students

and Young Professionals Webinar)

The EPTA Tiirkiye Board of Directors
continues its work on piano beginner
methods.



