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10.7.19 The first tetrachord 
The playing of an even scale requires the pianist to be able to move up and down on any sequence of 

notes within the scale. Each scale segment was practised ascending and descending in order to establish 

the alignment in the turn (Step 4, Video 4.9). In the 

ascending scale it was important to remember to 

turn on D2 in order to align D3 with the following 

note, and to open the thumb immediately in the 

descending pattern in order to prevent any cramping 

as D3 played. The left hand worked as a mirror 

image for the right and so used the D flat scale 

beginning on F, while the RH played B major. 

(Chapter 4, Step 4) 

Video 10.144 Ascending scale turn 

There was a tendency to jog up and down even with 

the left hand, and when this was calmer it proved a 

good model for the RH. The subject had to be 

reminded to avoid lifting the wrist when crossing 

over the thumb, so that the wrist remained free.  

Video 10.145 Ascending scale turn with 
LH model   

When extending this pattern to six notes, the 

hyperextension of D2 was again noticed but once 

the subject was aware of this it could easily be 

corrected. 

Video 10.146 Ascending scale with six notes   
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Beginning the four-note pattern on D2 proved 

difficult for this subject, showing much 

disorganisation after crossing the thumb under D3.  

Therefore it was necessary at this point to again 

slow down the scale patterns and to re-examine the 

movements involved in detail. On the sixth day this 

scale turn was practised, riding forward on D3 

without lifting the wrist, and ensuring that D1 

released away from the hand. 

Video 10.147 Thumb crossing under  

The subtle movements required for the playing of 

an efficient scale were most easily understood by 

watching my hand. This could be compared with 

the work that Nancy Byl has done with mirrors, 

where the subjects are encouraged to watch an 

image rather than their own hands (Byl, 2006b). By 

the end of the previous session the scale turn 

beginning on D2 was achieved at a faster tempo 

without any extraneous movement.  

Video 10.148 Scale turn faster 

This mirroring practice helped to establish the 

movement, and by the seventh day it was possible to 

remove the visual aid at a very slow tempo and still 

maintain  balance and alignment in the hand. At this 

stage the excessive lifting previously seen was 

reduced because of the greater control in the hand. 

The MCP of D2 was also visibly much less 

pronounced. 

Video 10.149 First tetrachord with and 
without model   
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There was often harshness in the sound on the 

playing of D3 caused by a tendency to ‘slap’ the key 

because of the lack of control in the dystonic finger, 

but by Day 7 the action of falling to the key could 

be refined to balance the sound of all notes in the 

tetrachord. 

Video 10.150 First tetrachord with softer D3 

In the descending pattern D5 often abducted on the 

playing of D3, and a conscious release towards the 

hand assisted the control of this part of the scale. 

Video 10.151 First tetrachord  

10.7.20 The second tetrachord 
There was considerable disorganisation of the 

fingers when crossing over the thumb in the 

descending scale. Gradually it was possible to 

correct this and lift with more control, moving the 

fingers together when crossing the thumb.  

Video 10.152 Descending scale with 
controlled crossing  
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Practising the second tetrachord while modelling on 

my hand enabled this to be refined by the seventh 

day of retraining so that each note was released after 

playing. 

Video 10.153 Second tetrachord with 
modelling   

There was a tendency for D5 to abduct when D3 

was played and to anticipate the note by reaching. If 

the hand closed between the playing of each note 

the subject also noticed that the action of bringing 

D5 towards the hand also freed the thumb when D3 

was played. 

Video 10.154 Releasing D5  

10.7.21 The descending scale turn 
The difficulty in crossing over was compounded by 

the problem of separating D1 and D3 and so a 

further exercise was developed, using these fingers 

only in a descending C major scale 

Video 10.155 Descending scale with D1 and 
D3  
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This was extended to involve the interval of a third 

between D3 and D1, releasing the thumb from the 

CMC joint. 

Video 10.156 Descending scale D1-3 with 
thirds  

Tracing arches with D2-5 simultaneously while 

pivoting on D1, concentrating on lifting D3 was 

given as an independent exercise. 

Video 10.157 Separating D1 and D3 in 
crossovers 

This practice was then transferred to the whole 

descending scale first moving down C major on 

white notes using D3-1, then D4-1 and finally the 

whole scale with conventional fingering, tracing an 

arc with D2-5 and leading the movement with D3. 

Video 10.158 Descending scale with arches 
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10.7.22 The complete scale 
When progressing to the complete scale it was 

difficult for the thumb to release after the turn in the 

ascending scale, contributing to the disorganised 

lifting of the other fingers. This was assisted by 

circular movements to programme the release of D3 

before the playing the thumb. 

Video 10.159 Releasing on D3 prior to D1 -2 

In order to prevent the hyperextension of the DIP it 

was necessary to ride forward on the turning finger 

in the ascending scale. However, the turn often 

resulted in chaotic lifting of the fingers when D1 

played, showing that the independence of these 

fingers still needed further work. 

Video 10.160 Riding forward for the turn 

By modelling on my hand it was then possible to 

achieve a complete scale at a slow tempo without 

excessive lifting or cramping.  

Video 10.161 Complete scale with modelling 
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By the fifth day of retraining the ascending scale 

was able to be played with greater fluency.  

Video 10.162 RH ascending scale   

When increasing the speed in the descending scale, 

it was difficult to control the disorganised lifting in 

the crossover as is shown in the first example in 

Video 10.163. This could be corrected at a slower 

tempo, concentrating on leading the crossover with 

D3 and bringing D5 in towards the hand after it had 

played. 

Video 10.163 B major scale descending 

By the end of that session C major descending was 

achieved with all fingers working as a unit in a 

coordinated way when crossing over the thumb. The 

subject had to focus on leading the upward lifting 

movement with D3 and the downward movement 

with D2 and D4. 

Video 10.164 C major descending 
with coordinated crossing  
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This was further improved by stopping on D4 in 

order to release the other fingers before the playing 

of D3, and then concentrating on directing the 

crossing movement from D3. Video 10.165 shows 

slight instability in D3 at the beginning of the 

descending scale, which improved with this 

stopping practice after the first two turns. 

Video 10.165 C major stopping on D4 

This stopping technique (Chapter 4, Video 4.27) 

resulted in much greater freedom and thus assisted 

the development of speed in the scale.  

Video 10.166 Complete scale 

By Day 10 the subject was able to accomplish a 

series of C major patterns, grouping notes together 

as a unit (Chapter 4, Video 4.31) without dystonic 

cramping. From here it was possible to progress to 

the scale assessment, recording the scales for later 

assessment by the Blinded Listener.  

Video 10.167 Scale series 
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10.7.23 Slurs 
The playing of slurs had been introduced on the first 

day of training. Slurs between D1 and D2, caused 

D3 to cramp under the hand as the second note was 

released, but it was possible to prevent this if D3 

consciously moved away from its cramping 

tendency. At first, the movement was uncoordinated 

and the sound harsh. 

Video 10.168 Slurs 

When the hand moved forward to touch the fall of 

the piano after playing D3, the sensory contact with 

the fall aided the feeling of security and 

independence, and seemed to prevent D3 from 

cramping or falling. At first extreme movements 

were used to gain some freedom from the arm. 

Video 10.169 Slurs 2 and 3 touching the fall

When playing slurs between 2 and 3, the lifting of 

D3 caused tension under the wrist because the wrist 

tended to fall too low, but when the fall of the wrist 

was reduced and D3, 4 and 5 were lifted together 

this movement became possible. 

Video 10.170 Slurs D2-3 
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In order to prevent the wrist from falling too far, the 

subject put her own LH under the dystonic hand at 

the level of the white keys. 

Video 10.171 Slurs D2-3  with hand 
under the wrist     

The next step was to accomplish the D3-D2 slur 

without D3 collapsing at the DIP joint. The subject 

felt that there was a strong connection between the 

tension in the wrist and the collapse of the DIP joint 

of D3. By reducing the wrist extension, it was 

possible to balance on D3 and complete the slur to 

D2. By this stage it was also noticed that the other 

fingers were no longer trembling. 

Video 10.172 Slurs D3-D2 with a stable wrist

As with so much of the retraining, this movement 

was easier to learn after playing the LH first and 

then copying the movement with the RH, allowing 

the learning to transfer from the nondystonic hand.  

Video 10.173 Slurs D2-3 LH and RH 
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Slurs between D2 and D1 caused D3 to curl under 

the hand on the second note of the slur, but if D2 

and D3 were released together this prevented the 

cramping of D3. 

Video 10.174 Slurs D1 and D2 

This slight cramping also occurred when playing 

D5-D4 as can be seen in the first two examples of 

Video 10.175 where D3 dropped under the hand, 

but this could be prevented by actively moving D3 

in the direction opposite from its cramping tendency 

and allowing D2 and D3 to touch in the release. 

Video 10.175 Slurs D5-D4  

As greater freedom was achieved this compensation 

was no longer necessary, and by Day 6 the hand 

was able to remain open for the playing of slurs 

between D5 and D4.  

Video 10.176 Day 6 Slurs 5-4 
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By the sixth day the hand was also able to 

accomplish slurs between D2 and D3, raising the 

wrist to release without D3 falling. In the 

descending pattern the thumb tended to react and 

tighten when D3 was played, but this could be 

prevented if D1 moved away from the hand 

simultaneously with playing D3. 

Video 10.177 Sixth day slurs D2-3 

However, this separation of D1 and D3 caused D3 

to be less stable, and had to be corrected by pausing 

on D3 before completing the slur. 

Video 10.178 Slurs D3-2 with D3 less stable 

It was important to keep the alignment of the hand 

in a descending pattern of slurs and to keep the 

thumb away from the keys when playing on white 

notes. 

Video 10.179 Slurs maintaining alignment 
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By the seventh day of retraining the subject was 

able to accomplish two-note slurs with some 

fluency, without significant cramping of D3 and 

with a much more relaxed hand position. 

Video 10.180 Day 7 Slurs 

10.7.24 Grouping slurs 
On the fifth day of retraining slurs over three, four 

and five notes were introduced first ascending and 

then descending. While moving between D2, D3 

and D4 was relatively straightforward, when falling 

on D3  it was necessary to concentrate on stabilising 

the finger before moving through D4 and D5. A 

chromatic pattern was used in order to vary the 

sensation of falling on black and white notes. 

Touching the fall of the piano helped to prevent the 

accumulation of unnecessary tension.  Video 10.181 D2-4, then 3-5 with anchoring 

Anticipating the playing of D3 caused the abduction 

of D5 and therefore an active movement of release 

in D5, bringing it into the hand was a useful 

exercise in avoiding any cramping. Here again the 

LH was used as a model to establish the movement. 

Video 10.182 Bringing D5 in  
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The tendency for D5 to compensate by stiffening 

and abducting can be seen in the first part of Video 

10.183, but this was quickly corrected by a 

deliberate closing of D5 towards the hand on the 

playing of D4. 

Video 10.183 Grouping and releasing D5 

This movement of release towards the hand also 

helped in another way. The subject reported that the 

conscious action of adducting helped to separate D2 

and D3, and also enabled D3 to release on the third 

note of the slur without dropping. 

Video 10.184 D 432 adducting D5 

This technique of actively releasing D5 enabled 

groups of five notes to be accomplished in both 

ascending and descending patterns. 

Video 10.185 Five notes 
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When four notes ascending notes were played in 

sequence, it was difficult to prevent the DIP of D3 

from collapsing. This was facilitated by beginning 

with two notes, then three then four, dropping 

obliquely towards the fall, and gradually increasing 

the tempo. 

Video 10.186 Playing without the collapse of 
DIP in D3   

A further refinement in the playing of three note 

slurs with D3-5 was introduced on the sixth day by 

releasing D3 towards D2 which enabled greater 

freedom. 

Video 10.187 Releasing D3 towards D2 

By Day 7 the descending figure of D5-3 had also 

improved markedly both in sound and appearance.  

Video 10.188 Descending patterns 
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Once this freedom was established at a slow tempo, 

greater speed could be accomplished by thinking of 

three, four, and then five notes as a unit. 

Video 10.189 Grouping the ascending scale 

Descending passages showed occasional cramping 

when D3 was played but this could be corrected by 

using the LH as a model for three, four and five 

notes. 

Video 10.190 Descending groups 

It was profoundly easier when the subject touched 

the fall as part of the release, as this seemed to 

prevent any accumulation of unwanted tension 

between groups. 

Video 10.191 Releasing to the fall 
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Preventing D3 from dropping as the hand lifted 

from the keys needed constant attention. In the 

following video the subject achieved a coordinated 

movement by concentrating on lifting D3 without 

raising the wrist and allowing the other fingers to 

follow.  

Video 10.192 Lifting the hand from the keys 

By the seventh day, groups of five notes appeared 

free of tension and could be executed with well 

matched tone both ascending and descending. 

Video 10.193 Five note groups 

10.7.25 Grouping with crossovers 
Various combinations of notes involving the turning 

under of the thumb were also practised, using a free 

fall of the arm and thinking of the group as one unit. 

However, increasing speed in these passages 

resulted in less control of D3, which tended to drop 

on leaving the keyboard. 

Video 10.194 Grouping with thumb under 
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It was gradually possible to play a one-octave 

descending scale by increasing the number of notes 

in the group, although lack of control was seen after 

the turn. 

Video 10.195 Grouping the descending scale 

When crossing over the thumb D2 and D4 would 

often extend as D3 was played, but this could be 

prevented by releasing D1 away from the hand. 

Video 10.196 Grouping with cross overs 

By Day 6 increased freedom and tempo was 

possible in descending groups of five and six notes, 

as well as greater ease in crossing over the thumb 

without the extension of other fingers seen in the 

previous video. 

Video 10.197 Day 6 Descending groups 
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When moving to the whole scale pattern some 

incoordination was present as can be seen in the 

first part of the following video. However, the 

second part shows that by controlling the speed of 

descent and using greater gross muscle movement 

from the arm, it was possible to progressively add 

notes until the whole scale was played as one group.  

Video 10.198 Progressively adding scale notes 

10.7.26 Double notes 
The difficulty of dropping on double notes was one 

of the prime initial problems presented by this 

subject. On the sixth day of retraining an octave was 

attempted. The intention was to open the hand as 

late as possible and release immediately afterwards, 

but D3 tended to spasm, and there was considerable 

incoordination. 

Video 10.199 Octaves 

Because the octave seemed too difficult, a sixth was 

attempted, first staccato and then with a longer note. 

The goal was to separate D2 and D3 and to swing 

the hand to the keyboard without undue preparation. 

Video 10.200 Sixths 
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Double notes between D2 and D4, and D1 and D2 

were relatively straightforward but between 1 and 3 

showed considerable tension. The most difficult 

combination was D1 and D5. This was assisted by 

modelling with the LH and releasing towards the 

fall of the piano. Preparing too early caused D2 and 

D3 to lock together. 

Video 10.201 Double notes  

Following this practice, it was possible to play a 

series of sixths moving along the keyboard, in spite 

of some cramping of D3 when playing with D1 and 

D5 together. 

Video 10.202 Sixths with displacement 

Further work on octaves was done on Day 9. At first 

D3 would cramp when the hand was spread, and 

there was a compensatory movement of D2 towards 

D3. This could be prevented if the subject 

concentrated on separating D2 and D3, releasing D2 

towards the thumb. 

Video 10.203 Octaves separating D2 and D3 
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The release of the octave caused some dropping of 

D3, but this was improved by releasing towards the 

fall and touching the surface. 

Video 10.204 Octaves releasing towards the 
fall 

When playing staccato octaves the RH would 

prepare too early and would hold the stretched 

position in the air. This was understood by 

modelling on the LH. 

Video 10.205 Octaves without early 
preparation 

The interval was reduced to a sixth, while keeping 

the thought of separating D2 and D3 over the 

interval of a minor third. At first there was still a 

slight camping in D3 but as this diminished it was 

possible to extend the interval through a seventh to 

an octave with no visible cramping. 

Video 10.206 Extending sixths to octaves 
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Preventing the cramp was not reliable, but the 

subject found an improvement when thinking of D2 

and D4 which assisted the lifting of D3.  

Video 10.207 Octaves thinking of D2 and D4 

Although repeated octaves were possible in one 

location on the keyboard, cramping occurred when 

shifting between different octaves. This could be 

prevented by lifting the whole arm rather than the 

wrist. 

Video 10.208 Octaves without lifting the wrist 

The subject found it difficult to close the hand 

between octaves and was concerned that once 

closed she would be unable to open it again. This 

resulted in a hand position which was too rigid. 

Therefore a specific exercise was practiced, 

stabilising the arm at the elbow and closing the 

hand between attempts. Following this it was 

possible to then integrate the whole arm, moving 

through sixths, sevenths and octaves. 

Video 10.209 Octaves using the arm 
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10.7.27 Brahms Exercise No. 7 
Brahms Exercise No. 7 has been extremely 

challenging for all subjects because of the close 

proximity of the chromatic pattern. This exercise 

was introduced on Day 6, taking care to avoid ulnar 

deviation and releasing in both directions from the 

hand. Particularly difficult was the release of D1 

away from the hand. 

Video 10.210 Brahms Exercise No. 7 

It was important to prevent the wrist from becoming 

tense and moving into ulnar deviation, particularly 

after the playing of D2. 

Video 10.211 Brahms Exercise with a looser 
wrist 

This releasing exercise was particularly helpful for 

this subject as it provided a conscious release and 

separation between D2 and D3, which was possible 

on the ninth day of retraining.  

Video 10.212 Day 9 Brahms Exercise No. 7 
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10.7.28 Minor thirds 
On the sixth day minor thirds (Chapter 4, Step 7) 

were introduced, beginning with D1-2. The MCP 

joint of D2 was often too severely flexed, meaning 

that D2 sometimes moved without any flexing of 

the DIP or PIP joints. It was important to soften this 

movement and to take care to keep the palmer side 

of the wrist free during the downward convex 

swing. 

Video 10.213 Minor thirds controlling the 
MCP  

The rigidity in the MCP could be reduced by the 

idea of making a lazier opening from the MCP, with 

a softer curve between D1 and D2. 

Video 10.214 Minor thirds with lazier opening 

Minor thirds between D2 and D3 were much more 

challenging. The DIP tended to hyperextend unless 

it was played in the direction of the fall and unless 

the wrist turned laterally before lifting. A quick lift 

and fall improved the action. 

Video 10.215 Minor thirds D2-3 
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It was important not to stay in a stretched position 

when playing minor thirds. The hand needed to turn 

to align the finger with the key and then to release 

the previous finger from the stretch across the minor 

third interval.  

Video 10.216 Minor thirds releasing D2-D3 

This was particularly important when alternating 

between D4 and D5 where D5 needed to close when 

D4 played to prevent any involvement of D3. 

Video 10.217 Minor thirds closing D5  

10.7.29 Brahms Exercise No. 8 
The minor thirds exercise was further extended with 

Brahms Exercise No 8. This helped the 

understanding of alignment and also made the 

subject aware of her habit of unnecessarily 

stretching and reaching for notes instead of closing 

the hand once the note had been played. 

Video 10.218 Brahms Exercise No. 8 
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By the final day this exercise facilitated the opening 

and closing of the hand, with the separation of D2 

and D3 being assisted by tapping the fingers to 

ensure release. Although the additional stretch of 

the minor third interfered with the support of the 

DIP, the hand did not appear to be affected by the 

dystonia and the sound was noticeably less harsh. 

Video 10.219 Brahms Exercise No. 8 final day 

10.7.30 Crossing over 
Because of the difficulty in coordinating crossing over within the scale, a larger movement to free the 

arm and to take some of the tension from the fingers was used. (Chapter 4, Step Nine). The goal was to 

give the impression of legato between two notes 

that could not be joined by the fingers. The weight 

of the arm transfers to the fingers, which ‘dive’ 

across the distance without turning under or over. 

This was practised on the sixth day and once 

understood, the subject’s hand was able to stay open 

throughout the exercise without uncoordinated 

lifting. This was then worked with all combinations 

of fingers. 

Video 10.220 Crossing over D1-3 

By the eighth day this exercise was much freer, and 

the subject was able to transfer the weight of the 

arm more effectively on each finger, while keeping 

the hand open.  

Video 10.221 Transferring weight D 5-1  
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10.7.31 Arpeggios 
Once minor thirds were well established it was 

possible to begin work on the diminished seventh 

arpeggio. Although D3 tended to hyperextend on 

the black notes, the descending arpeggio was 

problem-free at a slow tempo, as long as D5 

released after playing. 

Video 10.222 Diminished sevenths 

The most difficult part of the arpeggio was the 

descending crossover. Here the subject had to guard 

against disorganised lifting when crossing over the 

thumb by lifting the three fingers together. When 

D3 played, there was a tendency for D2 to extend 

and also for D5 to lag behind.  When these 

problems were addressed the arpeggio was possible 

in a slow tempo. 

Video 10.223 Descending arpeggios 

Alignment had been well prepared by the minor 

thirds exercise, and therefore greater speed was 

immediately possible, aided by a downwards 

movement of the arm on each note. 

Video 10.224 Diminished sevenths 
with greater speed 
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Post-retraining, when remembering all the details, a clear arpeggio was accomplished at a variety of 

speeds. 

Video 10.225 Arpeggio from the side Video 10.226 Faster arpeggio from the side 

10.7.32 Repertoire 
Because of the severity of the dystonia with this subject, it was not appropriate to work on repertoire, 

but on the final assessment day some of the principles learnt during the ten sessions could be applied to 

passages that the subject had identified as challenging because of the dystonia.  

10.7.32.1 Bach Prelude in G major 

Bach’s Prelude in G major (Well Tempered Clavier 

Book 1, BWV 860) combined opening and closing 

the hand with passing between D2 and D3, and 

transferring from D5 to D1. Prior to retraining this 

excerpt was profoundly affected by dystonic 

blockage, and compensatory movements rendered 

the hand to be extremely tense, causing unevenness 

in tone and rhythm. 

Video 10.227 Bach pre-retraining 
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On the final retraining day the passage was first 

analysed extremely slowly. 

Video 10.228 Bach at a slow tempo 

After retraining, although the specifics of the 

passage had not been worked on, the improvement 

in the hand enabled the subject to play the passage 

at a slow tempo, releasing each finger after playing.  

Video 10.229 Bach with release post-
retraining 

One difficult measure in this passage involved having to open and close the hand between D5 and D1 

at speed. At this point the hand would cramp but this could be prevented by opening the thumb away 

from the hand on the playing of D5 (Video 10.230). Once this was understood, increased speed was 

possible (Video 10.231). 

Video 10.230 Bach opening the hand Video 10.231 Bach at a faster tempo 
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Because of the position of the broken chord passages across the body, it was important to minimise 

ulnar deviation. This occurred when the subject anticipated turning to play the thumb as she closed the 

hand to avoid the abduction of D5. 

Video 10.232 shows my explanation of how to prevent unnecessary ulnar deviation, followed by the 

subject’s attempt in Video 10.233 showing some improvement. 

Video 10.232 Bach with alignment Video 10.233 Bach with better alignment 

The subject was then able to play the passage at a moderate tempo with little problem. Although further 

reprogramming work would have been needed to bring this to performance standard, there was a 

noticeable improvement in both tonal and rhythmic control in spite of the lingering dystonic tendencies 

from past learning.  

Video 10.234 Bach post-retraining RH Video 10.235 Bach post-retraining from the side 
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10.7.32.2 Beethoven Waldstein Sonata 

Excerpts from the Waldstein sonata had been 

played prior to retraining, showing a myriad of 

problems affected by the dystonia. Prior to 

retraining the opening tremolos had caused D3 to 

fall to the keys, causing a jamming of the rotation 

passage, but after retraining this was possible 

without the dropping of D3. 

Video 10.236 Waldstein tremolos 
post-retraining 

Prior to retraining any passage of RH semiquavers 

was distorted both rhythmically and tonally. The 

following passage was particularly challenging 

because of the close hand positions required by the 

chromatic patterns. 

Video 10.237 Waldstein chromatic pattern 
pre-retraining  

The casual attempt at the figure at the end of Video 

10.238, after minimal discussion and some slow 

reprogramming of this passage indicates the 

improved capability of the hand. 

Video 10.238 Waldstein chromatic pattern 
after reprogramming 
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At the end of the two week retraining period only 

minimal compensations were apparent at a moderate 

tempo.  

Video 10.239 Waldstein choromatic pattern  
post-retraining  

The following passage was extremely distorted pre-retraining (Video 10.240). Although not 

specifically worked on, a small excerpt was achieved post-retraining showing less cramping (Video 

10.241). 

Video 10.240 Waldstein passage pre-retraining   Video 10.241 Waldstein practice post-retraining 

The following semiquaver passages were also 

difficult, and post retraining were facilitated by the 

accent practice used previously with Subject 1. 

Video 10.242 Waldstein opening runs 
post-retraining 
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Prior to retraining the chords in Video 10.243 posed severe problems. The subject was unable to play 

the series of chords with any clarity, and the hand was cramped even in the playing of single RH notes. 

Post-retraining the hand was noticeably more open, the arm more relaxed, and the chords were 

accomplished without the sounding of unwanted extra notes. 

Video 10.243 Waldstein chords pre-retraining   Video 10.244 Waldstein chords 
post-retraining 

Similar problems can be seen in the next example, 

where the only way to achieve the RH octaves was 

to brace D2 and D3 together to stop them from 

falling on extra notes. 

Video 10.245 Waldstein octaves pre-retraining 

Because it was difficult to lift the dystonic finger 

quickly it was helpful to throw D3 in a deliberate 

release of the hand between each octave, thus giving 

a clear instruction to the finger away from the 

dystonic movement.  

Video 10.246 Waldstein octave practice 
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Post-retraining the bracing seen in Video 10.245 

was no longer necessary and the chords could be 

played with more tonal control. 

Video 10.247 Waldstein octaves 
post-retraining  

The following excerpts indicate how some of the technical principles established in the exercises could 

be applied to the excerpts and reinforced with further retraining. 

Descending passages with crossovers were 

challenging, but were made much easier when the 

fifth finger released 

Video 10.248 Repertoire reprogramming 

When moving into faster tempi, it was important to 

find the moment of tension within the passage and 

to be able to free the hand so that it could continue. 

In this part of the Waldstein sonata the problem was 

progressing from D1 to D3. Adding a tapping 

movement aided the completion of the passage. 

Video 10.249 Reprogramming Waldstein 
passage  
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Crossing from D1 to D3 caused D2 to hyperextend, 

but this could be prevented if D2 and D3 lifted as a 

unit. Although this was only possible at a slow 

tempo, the improved appearance of the hand as 

Video 10.249 progresses indicates that, in time, 

further refinement would be possible at a faster 

tempo. 

Video 10.250 Waldstein lifting D2 and 
D3 together 

Lifting D2 and D3 together was a vital part of all 

descending passagework. A further refinement was 

possible by thinking of supporting the thumb during 

the turn, so that D3 was controlled in its descent. 

Video 10.251 Waldstein descending turns 

The broken chords involved in the Waldstein sonata, shown in Video 10.252, indicate the subject’s 

improved ability in keeping the hand open. This passage was further facilitated by moving towards the 

fall when playing on black notes, and  moving towards the edge of the keys on white notes (Video 

10.253). 

Video 10.252 Waldstein arpeggios              Video 10.253 Waldstein arpeggios moving in 
and out  
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Once these principles were understood, it became 

possible to achieve performance of this passage at a 

moderate speed. 

Video 10.254 Waldstein opening runs 
with musicality 

Playing a series of chords was difficult for the 

subject as the hand would lock in each chord 

position. This could be corrected by releasing all 

fingers except D5 when playing each chord, thus 

preventing a build up of tension during the passage. 

There was also a problem with shifting the chords 

down the piano. Cramping could be prevented by 

avoiding raising the wrist and releasing the hand in 

the air. 

Video 10.255 Waldstein chords and shifts 

There was insufficient time to reprogramme the repertoire segments because the severity of the 

dystonia in this subject demanded so much work on basic exercises. However, at the conclusion of the 

ten sessions, various principles were understood which enabled improvement to be seen. Further 

intense reprogramming on less complex repertoire would have been a way forward at this point, and 

should have yielded further improvement. 
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