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Piano education and techniques by Dohnanyi Erné:
from the perspective of educational works and piano solo works

Keishi Suzuki
Abstract

This study focusses on educational works and all works for piano solo by Hungarian
musician Dohnényi Erné (1877-1960), verifying the characteristics and relationships
of the educational works. It also discuss how to make use of the tendency of the
techniques that are shown in the educational works.

Dohnanyi was a world renowned pianist, composer, and conductor; at the same time,
he highly prioritised education. Many excellent musicians were his pupils, but he has
only been studied as a composer; no studies have focussed on his education. Hence, 1
decided to examine his educational works and techniques in all of his works for piano
solo.

After the Introduction, Chapter 1 provides an overview of Dohnanyi’s life. We find here
Dohnanyi’s global activities from his youth and his career as a teacher, which he began at the
age of 28, eventually leading to him becoming a professor at the Liszt Ferenc Academy of
Music and later, Florida University.

In Chapter 2, we focus on his four educational works. In this study, we analyse Essential
Finger Exercises for Obtaining Reliable (Sure) Piano Techniques (hereinafter, Essential Finger
Exercises), Daily Finger Exercises for the Advanced Pianist (hereinafter, Daily Finger
Exercises), Six Concert Etudes Op. 28, and Twelve Short studies for the Advanced Pianist
(hereinafter, Twelve Studies).

In Section 1 and 2, we analyse Essential Finger Exercises (1929) and Daily Finger Exercises
(1960) and classify the techniques that he used to teach students in these works. In Section 3,
these two exercises, which were composed approximately 30 years apart, are compared, and
we tried to identify the differences between them. We found that the Daily Finger Exercises
mentions ‘polish up’ in the contents.

In Section 4, we compare Daily Finger Exercises with 60 Progressive Exercises (1887) by
Josef Pisna (1826—1896) and Rational Principles of Pianoforte Technique (1928) by Alfred
Cortot (1877-1962). We compare these three books, which were written in the same period and
have the same tendencies, to examine the similarities and differences between them and clarify
the characteristics of Daily Finger Exercises.

In Chapter 3, Six Concert Etudes (1916) and Twelve Studies (1950) are analysed. Six Concert
Etudes and two finger exercises are compared in Section 3, Twelve Studies and two finger
exercises are compared in Section 4, and Six Concert Etudes and Twelve Studies are compared

in Section 5, and we verify the characteristics and relationships of these four educational works.



As a result of the comparisons, it is found that two finger exercises and Twelve Studies use
similar techniques, while Six Concert Etudes and three other educational works have less
techniques in common in Section 10. In addition, we find the common techniques in these four
educational works and conclude that they are emphasised in piano education by Dohnanyi.
Furthermore, it is identified that Dohnanyi is particular about ‘pedalling’, ‘fingering’, and
‘tempo’.

In Chapter 4, we look at all piano solo works by Dohnanyi and discuss them from the
perspective of techniques. All works for piano solo are classified in Section 1, and we settle on
amethod for analysis in Section 2. In Section 3, we look at the results of the analysis. In Section
3, we discuss the tendencies of techniques for all piano solo works from the perspective of the
age in which they were composed. In this section, it is clarified that Dohnanyi chose techniques
that are used in a piece that can be found in his later works.

In Section 4, we discuss Four Rhapsodies No. 1 Op. 11-1 as an example wherein Dohnanyi
used techniques equally as those that were found to be emphasised in Chapter 3. Next, in
Section 5, Suite in Old Style Op. 24 is discussed, and we find that Dohnanyi chose techniques
suitable for dancing. In Section 6, Six Piano Pieces Op. 41 is analysed and it becomes clear
that techniques in this piece were chosen according to their musical characteristics. Next, Three
Singular Pieces Op. 44 is discussed in Section 7, and we find that Dohnanyi chose techniques
suitable for piece titles. In Section 8, in addition to these detailed discussions, we focus on the
techniques of ‘scales in double stops’, ‘scales and broken chords’, ‘polyphony’ and ‘alternate
two hands’, which are used often in his pieces.

In conclusion, Dohnanyi’s educational works and his piano solo works are closely connected
to each other, and it is possible to play almost all of his piano solo works if you study his
educational works. In particular, scales with double stops, which are often used in his piano
solo works, are mostly in thirds, sixths, and octaves, and it is easier to acquire this technique
by studying his finger exercises, which emphasise double stops. In addition, many techniques
used in his piano pieces are ‘complex techniques’, so basic techniques should be studied
alongside his educational works and before studying his piano works. Furthermore, it is
concluded that studying pieces with an understanding of the musical characteristics of
technique brings out the charm of Dohnanyi’s music, because he composed them by choosing
techniques depending on the style or character of pieces and by using musical elements that are

not efficiently treated in the educational works.



