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Preface

The book One-Handed Piano Compositions and Injury Awareness: History, Study of Selected Works, and Mindful Practice offers informative, helpful, and captivating content and is truly unique in its nature. It embraces four diverse but highly correlated fields: History, Wellness, Analysis in Relation to Performance of Selected Works, and Mindful and Goal-Oriented Practice. As a pianist who suffered from a professionally inflicted injury in 2011, I realized the need for a source that contains the answers to a number of questions and concerns that arise due to a trauma because I myself needed one as an injured pianist as well. The academic faculty I worked with at the University of Nevada, Las Vegas also highly recommended that I share my work with a broader audience by turning it into a book.

This book presents an overview of the history and evolution of the one-handed works throughout the centuries with an emphasis on the various reasons for their origin, importance, and application. Pieces by five distinguished composers will be closely studied in order to demonstrate a variety of music cultures, styles, and forms. One of the fundamental intentions for the existence of this book is that it features research exploring the primary causes for professionally inflicted injuries and available methods for injury prevention. I strive to bring more awareness to the importance of trauma prevention in the music field and, in particular, in the piano area. I also aspire to help injured pianists by introducing them to the realm of one-handed works and thus give them a creative outlet while they are in a process of recovery. These works are not only going to benefit the performers by helping them cultivate an excellent piano technique, but they also could save careers in circumstances such as professionally related and other commonly caused injuries and accidents.

The next essential purpose of this research is to provide an informative and interpretative analysis of selected compositions, including the expansion of piano technique necessary to execute musical works of such category. A piece, which is masterfully performed, would not only contribute to the pianist’s musical satisfaction, but it will enhance the overall understanding and perception of the oeuvre by the audience. An analysis in relation to performance is included, as the specifics of these works require an individual approach due to the variety of challenges, which could be encountered in the process of study. These pieces will bring variety to the concert stage and add artfully to the quality concert programs. They will impress the audience with their highly virtuosic character and expressive musical depth.

The final goal of this research is to inspire the readers to explore various practice techniques in order to achieve the level of greatness they are aiming for in the area of musical performance. It often occurs that musicians undertake complex and virtuosic works because their technical abilities develop quickly. However, the advanced level of playing does not always match the level of practice skills needed to support such growth. The contrast between high technical abilities and lack of in-depth understanding of important practice techniques could lead to stress, frustration, stage fright, and even professionally inflicted injuries. In this book, I aspire to share my knowledge, experience, and ideas with the reading audience in order to ignite their interest in exploring and studying various approaches to practicing and applying these new ideas to their daily practice sessions.

I became so invested in this research and all the components it involves that I did a piano concert dedicated to the topic of injury prevention and the realm of one-handed piano works. I also did the World Premiere of one of the piano compositions discussed in this book here in the United States. The performance took place on May 11, 2018, in Las Vegas, Nevada. Truly, I aspire to reach out to the broad audience, bring awareness to the issue of healthy playing, and help countless other musicians who are facing the same challenges I encountered as a result of my injury. In the process of writing, I aimed to create a comprehensive source that would acquaint the readers with the historical origin of the one-handed works, introduce them to the methods that could help them recuperate from their injuries and prevent future issues, and offer them musical works they would be able to practice and perform while they are on their path to recovery. I also realized that it is very important to include an additional chapter that focuses on healthy and efficient practice techniques. Goal-oriented work is the key to daily injury-free practice sessions and stellar career opportunities in the performing arts.

As a person who has experienced a professionally inflicted injury, I understand the suffering, frustration, confusion, fear, and panic that accompany such a trauma. Being a pianist is not just a profession but a vocation. Having that taken away due to a professionally inflicted injury for an undetermined amount of time is physically and emotionally excruciating. The proposed solution to this problem is revealed in the chapter “Injury Awareness” where I introduce the Alexander Technique, Body Mapping, Feldenkrais Method, and Taubman Approach to the reading audience. The ideas at the core of the Alexander Technique, Body Mapping, and Feldenkrais Method could be applied by musicians and non-musicians alike. The Taubman Approach is strictly focused on pianists and the issues they encounter while playing. In exceptional circumstances, her approach has been successfully applied to instrumentalists in other areas as well. In this chapter, I also include information about the Sheila Paige’s Keyboard Wellness Seminar; Paola Savvidou’s work in the realm of music and wellness, and the yoga/piano book for children she created with Haley Meyers; the Alan Fraser Piano Institute; and the Fred Karpoff 3-D Method and Entrada Piano. New approaches to practicing, teaching, and performing inspire further research and development in the area of music studies. Original and innovative ideas are always welcome. They are interesting to explore and serve as another proof of future opportunities for expansion and progress in the realm of music education and performance.

The topic of music wellness is becoming more and more sought after, and this book offers the readers not only a comprehensive historical outlook but also information on injury prevention, ways of coping with existing or potential injuries, musical material the readers can explore and play while they are in the process of recovery, and practice techniques to assist in learning the desired repertoire. I choose to feature left-handed as well as right-handed works, so I do not limit the number of professionals who could refer to my book for help and guidance. I offer the reading audience specific musical works with provided theoretical understanding, analysis in relation to performance and efficient techniques for successful musical execution, so they can overcome the technical difficulties and physical limitations that occur while playing one-handed material. Those techniques are not limited to the compositions analyzed in this book. They are universal, so they can be applied in the process of studying of other musical works of the performer’s choice as well.

I have selected the oeuvres included in this book with a very specific intention in mind. They represent the realm of the one-handed works perfectly. I begin with the first piece in the history of music written for one hand composed by Carl Philipp Emanuel Bach and finish with a marvelous work by Sophie-Carmen Eckhardt-Gramatté. This last piece will astonish even the most experienced pianists with its unique structure featuring a movement composed for the left hand, another movement for the right hand, and a third final movement written for both hands, where the previous two movements are superimposed.

I did a Lecture Recital on the topic and it gathered a wide audience of people with various interests. Some of them were music lovers. Others were instrumentalists suffering from professionally inflicted injuries. The third group of audience members consisted of people who experienced pain caused by non-music-related traumas. They were not specifically interested in the musical aspect of the lecture but they were looking for answers to a pain-free life. They had been suffering from pain caused by injuries for years and any new information on the topic of pain management was of interest to them. In the end of the lecture I received a wide array of questions. Many of those questions came with a short background story describing a long period of suffering that was ongoing at the time of the Lecture Recital. I strongly reaffirmed my recommendation for the use of the Alexander Technique and Feldenkrais Method as a great start to their path to pain management, relief, and recovery. That was when I found out that the audience members had never even heard of Alexander and Feldenkrais until they attended my Lecture Recital. They were actively taking notes while I was answering their questions.

The event was planned to be one-hour long. Due to the high volume of questions, I reached the maximum amount of availability of the Lecture Hall. The event continued for two hours and even then, there were more questions I answered backstage. Being able to connect with so many people and help with their concerns is an experience I cherish and appreciate because I also suffered an injury that forced me to stop playing the piano with both hands for a period of six months. That was an incredibly challenging period in my life due to the physical, emotional, and mental stress that it caused. This experience helped me understand the tremendous impact an injury could have on other people. I was able to relate to their pain and struggle because I experienced the consequences of having an injury and saw how it affected various areas of my live. From my discussions with the audience members, however, I realized that many of them experienced not temporary but chronic pain on a daily basis for years. Their search for answers brought them to my lecture which, in their words, brought hope into their lives that something more could be done to improve their condition. Educating people on different strategies that may help reduce or eliminate their pain is an incredibly rewarding and highly satisfying experience.

After this Lecture Recital, I realized that my reading audience could be very diverse. This book will benefit undergraduate and graduate students, scholars, professionals, music lovers, and the general public. It could be used in various undergraduate and graduate level Keyboard Studies classes such as Piano Pedagogy, Piano Literature courses, and Private Piano Lessons (Applied Piano) at the Graduate and Undergraduate level. The book would be a wonderful resource for classes focused on injury prevention such as The Healthy Musician and Music Wellness, which are usually electives. This research could be useful in Analysis in Relation to Performance classes due to the fact that I do discuss performance practice in one-handed compositions. The theoretical analysis will provide the readers with a comprehensive understanding of the nature of the works, which will only enhance their performance experience.

Once I completed the chapter of the book dedicated to the theoretical and performance analysis of the aforementioned one-handed musical works, I realized that it would be truly beneficial to add a chapter discussing the Holy Grail of success and fulfillment in the area of performing arts, and that is practice. Performers often tend to focus on muscle memory by practicing countless hours. However, mere repetition of the material will not provide a sense of security during a performance and it could easily lead to professionally inflicted injuries. That is why I decided to dedicate a section of the book to the benefits of implementing various practice techniques in addition to the traditional practice routine every musician learns when they first begin their journey as music students. The ultimate goal of this book is that the information included in here will encourage the readers to seek and explore a variety of one-handed works and apply the knowledge gained from this book to their future projects.
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Introduction

The idea about the book One-Handed Piano Compositions and Injury Awareness: History, Study of Selected Works, and Mindful Practice was born in 2011. Due to a professionally inflicted injury, I was not able to use my right hand and that meant that I had to put on hold all of my music projects. It took me six months to recover completely and that time span was by far the darkest period of my life. I remember searching for information on performance-related injuries in music, health and wellness, ways to cope with the pain, and support groups founded by other musicians who may have gone through the same issues. Once I recovered, I realized that if there were books that provided the information I needed, I would have not had to spend all of this time looking for answers under such tremendous amounts of stress. After a prolonged search I realized that there is no source that offers one solution to all problems, so I took it upon myself to create one and share it. I aspired to write one book that holds all the answers that arise in a period of professional, physical, psychological, and emotional crisis that a temporary or permanent injury may cause in the life of a performing musician. Before I even start to dive deeper into this topic, however, I would like to explain the reason I felt so passionate about writing on this subject in more detail.

In August 2011, I had the honor to start a Master of Musical Arts degree at the University of Nevada, Las Vegas. My excitement was immense and I practiced any chance I had during the day or night. Just a month later, I started dropping different objects involuntarily and feeling pain in my arm. Finally, I reached a point where I played a scale on the piano to warm up and my arm fell off the keyboard all by itself. I was terrified. That first unexpected moment of weakness was followed by medical tests, physical therapy, and months of doctors’ visits. Since I was not able to play music, I began feeling depressed. I used to pass by practice rooms, hear fellow musicians play their instruments and that made me feel even more subdued. I kept hoping that I would wake up in the morning and feel just fine, but that simply did not happen. After going through prolonged medical treatments with unsuccessful results, I was forced to use a cast in order to immobilize my arm.

Once that happened, I had two choices: I could sit down, feel depressed, and take time off playing and concertizing or I could gain control over the situation and look for a solution. I chose the latter. Coincidentally, just as I was thinking about everything that was going on in my life, I happened to look at some books in the library and on one of the shelves, I saw a book that ultimately changed the direction of all my studies. This book was the Guide to One-Handed Piano Music written by Donald L. Patterson. Instead of being excited over this find, I thought of it as a desperate last resort. Then I talked to my piano professor, Dr. Mykola Suk, and he highly encouraged me to explore works for the left hand. He convinced me that I could find some great works there that would help me regain my confidence and keep me busy until I recovered completely.

I remember my first one-handed piano performance. I felt so nervous to play with only one hand and I also felt embarrassed because my right arm, the one with the huge blue cast, was facing the audience and I simply did not know what the audience members were thinking as none of the other pianists had played one-handed works up until that point. When my fellow colleagues got minor injuries, which used to happen sometimes, they just waited until they felt better, so my one-handed performance was certainly an unusual moment in our weekly concert routine. Strictly speaking, I was a pioneer at the University of Nevada, Las Vegas School of Music, for showing up and still performing on stage in the midst of an injury. At that moment, I did not feel proud of myself. However, years later, looking at this moment as a reflection of the past, I actually feel that performance was an accomplishment—it was a victory over depression and desperation. Once the pain was gone, I tried to forget completely about the injury, embarrassment, and stress. I started a Doctor of Musical Arts degree hoping this would never happen again, at least not to the point where I would be unable to play with two hands.

In the beginning of my doctoral program, I was encouraged by my family to dedicate my research to works written for the left hand. At first, I thought that such topic could bring a lot of negative memories but then I realized that it is a great idea because by writing on this topic, I could actually help numerous other musicians who are going through the same or similar circumstances. When I began brainstorming, I decided that I needed to do a more encompassing study by conducting research on both sides of the spectrum and learning more about the realm of one-handed works altogether. I created One-Handed Piano Compositions and Injury Awareness: History, Study of Selected Works, and Mindful Practice as a unique book meant to reach people all over the world. Readers from various backgrounds will be able to connect with its content easily because it contains a variety of information, which makes it attractive to people with different interests and needs.

The book begins with a captivating story about the lives of prominent contemporary and historical figures some of whom were members of incredibly affluent European families. That gave them the opportunity to meet the leading artists of their time which influenced their career paths. However, their lives were forever changed due to various accidents that caused injuries and even arm amputations. In this line of thought, chapter 1 depicts the struggle of the individual, which eventually turns into a triumph over the pain as the musical works, composed or performed as a result of trauma, successfully demonstrate the virtuosic ability and performing mastery of the pianist and contribute immensely to the world of music and beyond. So, what could people do when they are stricken by an injury?

Chapter 2 introduces the readers to specific methods, techniques, and approaches, which could help in injury prevention, improvement, and treatment. What is really great about this chapter of the book is that the readers do not have to be musicians to benefit from its content as the first three presented wellness systems are not strictly focused on helping a limited number of professionals. They are universal and could be used by everyone. If the readers are musicians and pianists in particular, then they will benefit from the first three systems and gain even more knowledge strongly related to their area of work and study in the following pages. All of the information included in this chapter, written after the Alexander Technique, Body Mapping, and Feldenkrais Method, is specifically music oriented and particularly focused on the realm of piano playing. Being informed about wellness gives a plan to the readers to begin their journey to recovery and while that is beneficial, what could the readers do while they are in the process of healing but not fully recovered yet? The answer is revealed in chapter 3.

Chapter 3 is the section of the book dedicated to pianists. It offers intriguing piano compositions written for the right hand alone and/or the left hand alone which provide a musical outlet to professionals with various needs. The works included in the book are captivating and truly outstanding. However, some of them may appear challenging to perform due to their one-handed nature. That is why I provide an analysis in relation to performance for each piece and include recommended techniques for execution in order to enhance the performance experience of the pianists who aspire to add those compositions to their repertoire. Being aware of the structure of a piece and the technical demands found within is always helpful. However, the question always remains: How do we practice efficiently, so we learn quickly, remain injury-free, and feel confident on stage? That is where chapter 4 comes to the rescue.

Chapter 4 discusses the art of practicing, or as I call it “The Holy Grail of Music Mastery and . . . Professionally Inflicted Injury.” Very often musicians of all levels believe that the hours spent in front of their instruments are among the most important factors that determine their success. To a certain extent, this is true because playing scales and etudes certainly improves the technical abilities of the performer. However, the most important factor that influences the progress of the musician is not the quantity of hours spent practicing but the quality of their practice sessions. That is why in this chapter I discuss various types of music practice and practice techniques included with the hope that this information will enhance musicians’ performance levels and reduce their performance anxiety, or so-called stage fright which takes a hold of them on a daily basis and/or before major performances.

By embracing all of these topics, this book becomes an all-in-one source of information for the pianist and a go-to book which could be of help to all readers. Suffering from an injury or not, this book will answer the questions you have on the matter and the ones you did not even know you had.




Chapter 1

 Historical Background


Introduction

For centuries the pieces written for one hand have always emanated a certain level of ambiguity and obscurity, which all at once could charm yet slightly intimidate even the most confident performers, and impress and astonish the most experienced and knowledgeable audience. The history of one-handed piano music is among those phenomena, which always raise eyebrows in surprise, awe, and disbelief when discussed in public as an existent, authentic, and valuable part of the world’s musical heritage. The works representing the one-handed realm of oeuvres have been greatly versatile, especially in the purposes behind their compositional conception. The pieces belong to four main groups: pedagogical material, composer’s objective and desire to create an innovative work, virtuosic display, and opportunity for injured and one-handed pianists to continue their career in music.1

The one-handed piano works serve as pedagogical tools to aid aspiring pupils of all ages in developing their ability to perform equally well with their right and left hand, and assist in the process of growing their technical skills. It is a common occurrence among piano students to feel more confident to play with their dominant hand. However, they need to reach their full potential in both hands in order to progress in their piano studies. Clavierstück für die rechte oder linke Hand allein, WQ 117/1, (H.241) by Carl Philipp Emanuel Bach, composed in 1770, is a great example of such educational material. This piece provoked my interest also because it is the earliest known composition written for one hand.2 Due to the previously mentioned statements, the inclusion of the piece was essential to the topic of this study, and that is why I discuss its analysis and performance practice in a later chapter of this book.

In addition to their pedagogical contribution, these works also inspire composers to unleash their creative potential. Daring authors create such oeuvres because the composition of one-handed piano works always requires an original approach, overall unconventional style of thinking, and the use of innovative techniques. One of those inspiring pieces is Solo—Solissimo No. 2 by Karmella Tsepkolenko, which not only represents a great piano composition for the right hand, but it also involves additional staging elements. While the right hand mesmerizes the audience with its pianistic mastery, the left hand captivates the attention with its theatrical role, as it is wearing a white glove throughout the entire performance demonstrating even more clearly the one-handed nature of the work.3 The stage performance is a completely surreal experience for the audience. Naturally, the piece became a part of this study with its unique qualities and significant contribution to the world’s heritage of one-handed and, more specifically, right-handed works. Solo—Solissimo No. 2 was composed in February 2001 and I had the honor to premiere the piece in the United States in May 2018.

Virtuosic pianists, on the other hand, also strive to perform unique and remarkable oeuvres such as Piano Sonata No. 6 by Sophie-Carmen Eckhardt-Gramatté in order to exhibit their brilliance and talent. This piece was completed in 1953, and it is an astonishing work also included in a later chapter of this book for the purposes of the one-handed study. It features an astounding first movement, displaying the virtuosic capabilities of the left hand, followed by an innovative and equally challenging to perform second movement, written for the right hand. The third and final movement is an amalgam of the two previous movements composed for two hands and fused together into an incredible, highly technical and dramatic interplay between the right and left hand. This piece is extraordinarily demanding mentally, physically, and pianistically, and it gives the performers the opportunity to unveil their virtuosity and convey the depth and greatness of the music through their artistry.

From a historical perspective, the first pianists, who featured left-handed works in their concert programs with the intention to impress the audiences with their virtuosic capabilities, were Alexander Dreyschock and Adolfo Fumagalli.4 Dreyschock demonstrated such a great control over his left hand that renowned composer and pianist Johann Baptist Cramer himself proclaimed: “You don’t have a left hand; you have two right hands!”5 Fumagalli, on the other hand, enchanted his audience with his opera arrangements for the left hand. In regard to his adaptation of “Casta Diva” by Bellini, critic Henri Blanchard spoke authoritatively: “Monsieur Fumagalli ‘sang’ it with one hand as if, laughing at the greatest difficulties, he were playing with two.”6

The above-mentioned instances present the one-handed pieces as invaluable and strategic material for piano practice and feature the use of such works as a means of a virtuosic display for composers and pianists alike. In the case of an injury, the one-handed works may provide temporary emotional and mental relief to musicians who are in professional and personal distress. Among those musicians was also the brilliant and legendary pianist Clara Schumann. She suffered an accidental injury to her right hand and unexpectedly received a piano work for the left hand arranged by composer Johannes Brahms. The piano oeuvre brought excitement and hope into her life and remained in the history of music as one of the most notable masterpieces ever written. A piece of correspondence between her and the composer of the piano oeuvre gives a glimpse into the inspiration behind the creation of the piece and the enthusiastic reception of the work by the pianist in the late 1800s.

More precisely, it was in June 1877 when Brahms sent this special piano piece to his dear friend and virtuoso pianist Clara Schumann. He arranged Johann Sebastian Bach’s Chaconne from Partita in D minor for solo violin, BWV 1004 for the left hand alone. When Brahms first explored the original composition, he felt inspired to transform it into a piano piece while still preserving the authenticity of the work almost entirely. He sent his arrangement to Clara Schumann saying “I only wrote it for you.”7 In his letter he expressed his fascination with the piece: “The Chaconne is in my opinion one of the most wonderful and incomprehensible pieces of music. Using the technique adapted to a small instrument the man writes a whole world of the deepest thoughts and most powerful feelings.”8 Clara Schumann accepted the work with much enthusiasm and gratitude. It so happened that she had recently injured her right hand and Brahms’s piano arrangement was a creative outlet for her while in the process of healing.


It was indeed a most wonderful surprise I found awaiting me here! Just think, wasn’t it strange, on the day after my arrival here, when I was opening a drawer I strained a muscle in my right hand, so you may imagine what a glorious refuge your Chaconne has been to me!9



Brahms’s arrangement of the Bach’s Chaconne demonstrates how an oeuvre could be born as an inspiration by a prominent composer and it could also serve as a creative outlet for an injured musician impatiently waiting to recover from an accidental injury.

In more severe situations, such as chronic debilitating injuries or amputations, however, the oeuvres, composed for one hand, become the only opportunity for a pianist to remain professionally active and build a career. In actuality, the motivation for the composition of numerous one-handed works arose as a result of limb amputations caused by various factors. While Alexander Dreyschock and Adolfo Fumagalli awed the audiences throughout Europe with their virtuoso performances of left-handed works, notable men such as Count Géza Zichy and Paul Wittgenstein built their entire music careers performing one-handed works as a consequence of life-changing injuries. Both Zichy and Wittgenstein made a great contribution to the world’s musical heritage by enriching the collection of one-handed oeuvres. Zichy composed his own music and arranged a variety of musical works establishing a strong presence as an active performer of one-handed pieces. Wittgenstein, on the other hand, specifically commissioned a number of prominent composers to write one-handed piano works and many of them became celebrated masterpieces, which the audiences may enjoy in the concert halls all over the world even today. Most importantly, both pianists introduced a plethora of unique, original, and intricate pieces to the public, placing one-handed music in the center of their audience’s attention.



Count Géza Zichy (1849–1924)

Count Géza Zichy was born in 1849 in Hungary into an affluent and notable family. He began his piano studies at the age of five and demonstrated a talent for music. However, at the age of fifteen, he severely injured his arm in a hunting accident. As a result of that trauma, his right arm was amputated. Determined to succeed in every aspect of life, despite the unfortunate circumstances, he handed a letter to his teacher and told him to open it in a year. The letter stated: “If exactly one year from today I am unable to do with one hand what other people can do with two, put a bullet through my head.”10 Remarkably, Count Zichy surpassed his own expectations and made a decision to become a professional pianist after his arm amputation. He impressed even Franz Liszt with his arrangement and performance of “Der Erlkönig,” hence the composer strongly encouraged Zichy to publish six works including this arrangement. In Liszt’s words: “He [Géza Zichy] is an astonishing artist of the left hand, which is remarkably dexterous to the point that the greatest pianists would be hard put to match him.”11

Count Géza Zichy’s life is an eminent example of motivation, dedication, and strength. He became “the first one-armed pianist in history”12 and since he was comfortably wealthy, he never benefited financially from his own performances. All proceeds from his concerts were donated to charitable causes.


According to the Paris Press, by 1886 he had raised and given away well over a million francs. He claimed that returns from a single concert in Trieste saved homes of an entire street of poor people who were about to be evicted.13



Liszt deeply respected Zichy’s talent, devotion to music, and charitable work, and his only piece for the left hand, an arrangement of one of his last songs “Hungary’s God,” was dedicated to Zichy.14

The one-armed pianist contributed immensely to society not only musically and financially but also educationally. He felt obliged to aid all one-armed people with a practical guide to everyday life. In it, he described how he learned to perform complex tasks with only one arm. Despite the fact that Das Buch des Einarmigen, which translates as “The Book of the One-Armed,” is not focused on music, it is important to be listed among his most significant and valued works because it was so widely used that it was issued not once but five times.15 The reason for the massive production of Count Zichy’s book was due to the devastating consequences of World War I, which left many survivors with severe injuries and amputations, having to learn how to continue their lives after the completion of their military service. Numerous soldiers lost their lives and many others endured severe traumas, which resulted in the amputations of one or more of their limbs. One of those notable men was Paul Wittgenstein.



Paul Wittgenstein (1887–1961)

Paul Wittgenstein was born in 1887 in Vienna into an incredibly affluent family. His parents’ fortune and social standing placed young Paul among many prominent names such as Johannes Brahms, Clara Schumann, and Gustav Mahler. Those exceptional encounters with eminent musicians and his studies with Theodor Leschetizky inspired Wittgenstein to excel at his piano studies. His success was inalienable. At twenty-six, he made his first major public appearance in Vienna soon to be followed by a performance with the symphony as a concerto soloist. However, his career was interrupted in its very beginning by the military as he was drafted to serve in World War I. During his service in the army, Wittgenstein was severely hurt and his arm had to be amputated. He was held captive as a prisoner of war, but once he was freed, the pianist immediately dedicated himself to practicing seven hours a day. He saw his comeback as a new challenge that needed to be conquered or as he described it: “It was like climbing a mountain. If you can’t get up one way, you try another.”16

Soon, however, Wittgenstein realized that the piano literature for one hand was rather limited and he decided that he could commission one-handed works, so there would be a greater variety for him to perform. Wittgenstein was more than pleased to say: “Since it is no particular attainment of mine I think I may honestly say that I am (perhaps) the pianist for whom the greatest number of special compositions have been written.”17 There are numerous anecdotes from Wittgenstein’s interactions with the composers he hired to write musical works for him, and those clearly show that he was generous to the authors of his new compositions.
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