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?'I ll of us have heard those lecturers who struggle valiantly to convince us that 
the only control we have over the sound we make at the piano is the velocity at which 
the key goes down. They back up their pronouncements with convincing, scientific proof 
and most of us continue to have none of it. We aren' t willing to believe that the "human 

touch" begins and end s w ith cont ro lling the speed w ith which the hammer hits the strings. 

The number and variety of those things which pianists claim do have an effect on the piano sound 
approaches the number and va riety of pianists in existence at anyone moment. None of these ideas 
and practices enjoy general agreement among pianists and many are in total, and sometimes violent, 
opposition to others. Most do agree, however, that playing the piano is a very personal thing, and 
what one does physically at the piano has some effect on what the listener hears. 

The personal touch begins at the very beginning when the teacher places a child's hands on the 
keyboard in preparation for playing the first piece. It is hard to imagine doing this without actually 
touching the child 's hand, although this may represent the first disagreem ent among early-level pi
ano teachers. Some teachers hold that a student should never be touched, that it is improper teaching 
behavior which the teacher must avoid. Putting as ide the legendary rap on the knuckles with a ruler, 
the vas t majority of teachers, however, punctuate their words of wisdom with gentle physical re
mind ers throughout every lesson they teach. Who of us has not ca refull y pOSitioned each finger in 
the center of a white key to help a student know how to avoid playing in the cracks? How often have 
you gently pushed the hand up from below to form an arch? How many times have you softly placed 
your finger tips in the middle of a student's back as a reminder to sit tall, or lightly placed your hands 
on both shou lders to encourage a release of tension? 

The picture on this issue's cover, which shows an adult hand gently holding the hand of a child, 
easily reminds us of the many times we have helped ye t another beginner embark on the road to 
exciting music-making at the piano. Just as this picture is worth a thousand words, the right touch 
during a lesson on technique is often worth a thousand remonstrances. Helping the student create 
the physical properties of playing which lead to a relaxed and natural approach to playing is surely 
one of the most important things we teach. Ca n it be done without personal contact between teacher 
and stud ent? 

The purpose of KEYBOARD COMPAN ION is to explore questions like this. We invite you, as 
always, to tell us your answers to this and all the other questions we pose in this 

magazine from issue to issue. 

Richard Chronister 
1930-1999 

7 he first issue of Keyboard Companion was published in the Spring of 1990 but the germ 
of the idea was formed more than forty-five years ago when Richard Chronister was in 
graduate school in Tulsa University. While attempting to do research on his favorite topiC, 
early- level teaching, and experiencing frustra tion at the lack of references, he vowed then 

and there that if given the time and mea ns, he would publish a magazine on just that subject. 

Now, ten yea rs a fter the first copy appeared, we are publishing what for us will be the final issue of 
Keyboard Companion. The ultimate decision on wha t is to become of the magazine will be decid ed at 
a later date. 

I am so grateful to all the editors of KBC, our wonderful staff, the writers who have contributed 
articles, the advertisers who placed their trust in us, and the loyal subscribers, many of whom have 
been with us since the first issue. 

Thank you. 
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The Magic Triangle: 

TeacherlStuden tIP aren t 
Barbara Kreader, Editor 

Barbara Kreader has continued to teach in her independent studio in Evanston, Illinois since 1974. She is also Senior Editor for 
Educational Keyboard Publications for Hal Leonard. Her previous responsibilities have included faculty member of Northwestern 
University's Division of Preparatonj and Community Music, editor of Clavier magazine, and editor of Baldwin's Soundboard newsletter. 

hat Do You Do With A Student Who Hates To Play The Piano? 

by Barbara Kreader 

?Ie y all- time favori te Far Side 
car toon s h ows a h u lking 
elephant commanding center 

stage in a small concert hall. He sits pre
cariously perched on a piano bench before 
a concert grand. The caption reads, "What 
am I doing here, for Pete's sake. I am a flau
tist!" 

We all know that unprepared, out-of-con
trol feeling. It arises in our dreams of the 
impending test for the course we forgot to 
attend and it presents itself in waking life 
often enough to give an unconscious anxi
ety to our moments of feeling organized and 
on top of our lives. 

This issue's article came together quickly 
and seemed amazingly on track. I polled 25 
students, who responded to the question, 
"What do your parents do to support your 
music practice and study?" I typed up the 
answers, added a few comments of my own, 
and sent the article via e-mail the day be
fore the deadline. r felt especially smug 
about my "goodness" and "professional
ism," because 1 managed this despite being 
on an arduous workshop tour throughout 
New Zea land, Australia, and Asia. 

"Pride goeth before the fall." I sent the e
mail from Hong Kong via my rented laptop 
computer. Did I print out a hard copy for 
myself? No. Why not? "I am in Hong Kong 
for only 26 hours. I am giving workshops 
for 12 of those hours. 1 can stagger down to 
the hotel desk and struggle through a Chi
nese /English description of how to find the 
Business Center or 1 can fall into bed and 
get some much needed rest for tomorrow's 
flight to Taiwan." 1 punted and crashed. So 
did the article. It flew off into cyberspace. 

The next month produced a flurry of po
lite but anxious telephone calls between 
editor and author. Not wanting to appear a 
total flake, I tried to sound calm. Like the 
elephant, 1 made a good show of sitting at 
the piano. "Maybe 1 won't have to tell any
one 1 slept instead of printed." The com
puter rental company assured me they 
would access the article and send it on. This 
quelled my fear of being found out until 
they called and said, "It's gone." 

Now what? 1 tried to reassemble the ar-

4 KEYBOARD COMPANlON/SPRING 2000 

ticle. I had to tell all of the polled students 1 
was a techno-failure. Most of them attend 
the summer camp where I am supposedly 
in charge. Will they mutiny the next time I 
say, "Everyone must go on the hike l " now 
knowing the chinks in my professional de
meanor? 

Most of the students e-mailed that they 
no longer had their original responses and 
couldn't come up with new ones in time for 
the deadline. How could they be so orga
nized as to clean out their e-mail? I have 
every document I have ever written-ex
cept for the article, of course! 

The editor's telephone calls became more 
insistent . Frantic, I went to my favorite res-

"Davey thinks his son 

enjoys his piano lessons 

because he gets to play 

computer games and eat 

Snoopy burgers 

after it's over." 

taurant, ordered a comforting dish from 
childhood and sat in silence. The answer 
came: "Give up. Start over. Be who you are 
in front of everyone. Write something else." 
1 imagined a second frame to the Far Side 
cartoon. The elephant rises from the piano 
bench and says, "I know you paid to hear a 
piano performance, but 1 am going out to 
get my flute. If you are here when I get back, 
I'll play what 1 really know." 

Sometimes life asks us to be vulnerable. 
When we perform we try to hide all of our 
idiosyncrasies and limitations. Maybe we 
would do better to simply give up and work 
with them. Trusting that hope, I give you 
an article about teaching in Asia. It seems 
to want to write itself. 

Wh en we think of ou r Asian students, we 
think of their discipline and dedication. 
We marvel at the family support. Asian 
parents are willing to drive long distances, 
pay large fees, and stand by during long 

hours of practice so their children can ac
cess the musical part of themselves . They 
treat teachers with honor and respect. 

SINGAPORE 

These were the preconceived notions, 
based only on my own observations, that 
I took with me to Asia . Arriving in 
Singapore, 1 felt my awe of the Asian work 
ethic strengthen. This island country off the 
Malay Pen insula consists of only 225 square 
miles . Its people continue to work night and 
day to stay competitive with the big-guy 
countries. Because Singapore's only re
sources are its harbor and its people, this is 
not an easy task. 

Cab drivers often act as a country's phi
losophers, Singapore included. Everyone I 
met boasted of the strides Singapore has 
made in the last 40 years under Lee Kuan 
Yew by speaking in specific numerical mea
surements: the tonnage of shipping coming 
into Singapore's harbor compared to that 
in Hong Kong; the increasing literacy rate; 
the size of the airport in terms of both air 
and human traffic. Over and over 1 heard 
the phrases, "Everything here is planned," 
and "Once you are on top, you have to 
work even harder to stay on top." The 
country struggles to compete at the level of 
the largest capitalist nations while avoid
ing what Singaporeans consider to be those 
countries' socia I stigmas, among them 
crime, guns, drugs, and fractured families. 

Davey Sim and Lina Loo of Music Plaza, 
a large Singapore music store, acted as my 
hosts during my visi t. The level of prepara
tion stunned me. Lina had been up most of 
the night preparing large stock orders, huge 
food layouts and a stage that included a 
beautiful banner, a Bosendorfer piano, and 
a high-end Clavinova. The 125 teachers who 
a ttended understood and spoke English 
well while I struggled to say "Good Morn
ing" and "Thank you" in Chinese. 

After the clinic, Davey took me on a tour 
of Music Plaza, located in a newly restored 
shopping mall. Their Yamaha School has 
300 teachers and 30,000 students, including 
Davey'S five-year old son. Davey pointed 
out that mom and dad can drop off their 
children for a full afternoon of lessons while 





they shop and run errands. An hour group 
or private instrumental lesson can extend 
into an hour ballet lesson at Music Plaza's 
Ya maha Ballet School. The students can then 
go nex t door to a computer/video arcade, 
which fea tures large-screen games. The chil
dren hang out there until their parents, now 
into their third hour of freedom, pick them 
up . The fa mily can then head for di nner to 
the Snoopy Restaurant located on the same 
floor of the mall. Davey thinks his son en
joys his piano lesson because he gets to p lay 
computer games and eat Snoopy burgers 
after it' s over. Ta lk about the Americaniza
tion of the piano lesson! Singapore has out
paced us. 

HONG KO NG 

The stunning new bridge b etween Hong 
Kong and China marks this new, uneasy 
relationship. Unlike Singapore cabs, which 
plod along at the speed limit for fear of set
ting off the government-required tattle-tale 
buzzer, Hong Kong taxis cruise the sharp 
corners of the concrete embankments at 160 
km an hour- twice the speed limit. Sea t 
belts are nowhere to be found. In this ci ty 
that makes New York look spacious, the 
possible purchases available in every shop 
overwhelm even the most addicted shop
per. Big Macs, iMacs, Micky Mouse, and 
every designer item ever created are avail
able at bargain rates, although it takes a 
moment to divide every shocking price by 
the exchange rate of eight to realize the 
economy of each buy. 

Ki tty Tam from Tom Lee Music orches
trated the three, three-hour workshops with 
apparent ease. The teachers sat patiently 

Schaum 

during each break, even during the evening 
presentation that stretched from 5:30 to 8:30 
P.M. When I asked Ki tty about the usual 
Hong Kong d inner hour, she rep lied, "Any
time between 8:00 and 10:00." On a typical 
day, Kitty leaves work at the store around 
6:00 and takes a 30 to 45-minute train ride 
home to her family. She stops at the mar
ket each evening to purchase fresh fish or a 
newly slaughtered chicken and then goes 
home to cook and help her two children 
with their homework. 

In Hong Kong the question that first arose 
in Singapore began to repeat itself: "What 
do you do w ith s tudents who hate to play 
the piano?" With usual American practi
cality, I replied, "1 would suggest they study 
ballet or take up soccer instead!" This an
swer continually surprised the questioner, 
w ho usually responded with something 
like, "But they only d islike it because they 
are being stubborn or lazy ." When I de
murred and said, "If children feel involved 
in the choice of what they are studying and 
are playing music that excites them, they 
usua lly practice with energy. In my view, 
laziness and s tubbornness often arise from 
boredom or feeling forced to play music 
they dislike." 

Naturally, a lively discussion followed. 
Teachers in Asia, like those in the United 
Kingdom, teach according to the Associated 
Board of the Royal Schools of Music Exami
nation system. Both Music Plaza and Tom Lee 
Music feature walls of Associated Board ma
terials, beautifully produced and edited vol
umes of carefully-graded theory, technique, 
and reper toire. The series includes sample 
tests of piano playing at all levels. In es
sence, teachers teach to the test and an ex-
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Technic Supplement For Any Plano Method 

Short. Progressive Exercises Help Develop Finger Strength 

• Free Sample for Teachers Only • 
Limit One Copy per Teacher· Limited Tim. Only 

Call Toll Free: 1-800-786-5023 
E-Mail: fingerpower@schaumpiano.net 

Fax: 1-262-241-1063 
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cellent one it is. 
When I described the more diverse U.s. 

system of testing that allows for various 
possibilities, such as the MTNA state syl
labi or American Guild of Music auditions, 
Asian teachers found this confusing. "How 
can you know if children and teachers mea
sure up to a common standard?" "How do 
parents know how well the child is doing 
or if the teacher is adequately prepared to 
teach them?" These are excellent questions, 
of course. A common examination system 
gives students a container for their study, 
one that enables them to push their skills to 
the limit. They fee l a part of a long-stand
ing ritual of study, a sojourner along a tra
ditional path others have followed . 

The downside of this approach is the pos
sible loss of the child 's artistic voice and cre
ative input . When the moti vation comes 
from the outside, child ren sometimes fee l 
forced and reluctant. They look to others to 
tell them how well they are doing rather 
than developing a sense of their own 
progress from within . 

Of course, some United States' teachers 
don't believe in tes ting students at all , an 
incomprehensible thought in Asia . When I 
described the parent who tells the teacher, 
"I just want my child to have fun," a con
siderable shaking of heads occurred. Yet 
Ameri can children generall y enjoy their 
music study. Our diversity and devotion to 
individualism has its plus side in the in
volvement of the child in the choice of what, 
when, and how much they study. When the 
child is invested in the learn ing process, 
creativity and inventiveness soar. Children 
are more willing to master difficult skills 
when the motivation comes from within. 

The downside occurs when the child fails 
to develop the diSCip line and dedica tion 
necessary to make good music or when they 
learn only music already familiar to them 
and not of a high quality. Learning is not 
always "fun"; sometimes it is hard work. 
Outside stand ards do exist. All children 
sense this and want to meet them. They 
app reciate a teacher who w ill hold out that 
yardstick and encourage them to measure 
up. 

The Associated Royal Board of Music sys
tem affects other aspects of piano study in 
Asia. In Hong Kong teachers are paid ac
cord ing to the level the student is currently 
preparing to pass. The higher the level, the 
higher the teacher's pay. A typica l Hong 
Kong teacher preparing a student for a 
Level 1 examination commands an hourly 
fee in U.s. doll ars that is two to th ree times 
the rate United States' teachers receive. This 
reflects the esteem in which Asian families 
hold music teachers and the importance 
they place on music in their children's lives. 
It also means young men and women can 
enter the field of piano teaching and expect 
to support a family. The workshop audi-
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ences in Asia were filled with eager, gifted, 
well-trained young teachers, who teach full
time. This scene is in sharp contras t to the 
typical United States' audience, which is 
mostly peopled with older men and 
women who teach part-time, and either de
pend on a spouse or a second or third job 
for fur ther support. 

TAIWAN 

Taipei, Taiwan makes Hong Kong look 
spacious! Five cars jockey around in three 
lanes, while six or seven mopeds weave in 
and out at random. House numbers and 
road names confuse even the native-born. 
The overall building effect is one of endless 
egg cartons piled side-by-side and top-on
top . Houses and apartments open off rib
bon-narrow alleys. 

Taiwan, still reeling from the huge ea rth
quake that lengthened the country by sev
eral miles and narrowed it by a few more, 
is now asking itself if it has spent the last 
30 years so bent on progress that it has sac-

rificed spiritu al and social values . The 
daily paper's lead story discussed this 
change in the country's priorities along 
with the psychologica l aftereffects of be
ing in an earthquake. 

A new 6.4 quake hit the country minutes 
after I landed, yet the Taiwanese seemed 
outwardly unfazed . Work went on. In fact, 
in Taiwan the pace is double that of 
Singapore and Hong Kon g! The usual 
three-hour workshop stretched into seven 
hours with translation. My generous and 
congenial hos ts, David and Es ther Hua, 
own Tien Yin Publishing. This gregarious, 
intelligent couple enticed over 600 teach
ers to three workshops! Viola Chang, the 
able translator, ("When you d idn' t make 
sense, I w ent ahead and clarified your 
point.") has a degree from Nor th Texas 
State University and has studied at the 
New School, and at various music schools 
in the United States. 

The Taiwanese teachers' hunger for learn
ing and dedication inspired me. They sa t 
and sat and sat, their attention never wa-

vering. They sent tens of questions to the 
front, all in bea utiful Chinese characters, 
which Viola translated for me. Again, they 
wanted to know about the student who is 
reluctant to study and were especially ex
cited by the discussions of children 's dif
ferent learning styles. A laughter of recog
nition bubbled through the room when I 
described various students, such as the fel
low with his own fingering system or the 
child who can always think of a way the 
music could sound better by changing a few 
notes. 

Our teaching systems may differ, but chil
dren are everywhere the same. 

I came home from Asia inspired to push 
my students a little harder. Davey Sim, 
Kitty Tam, David and Esther Hua, Viola 
Chang, and the teachers who shared their 
experiences with me embodied a hunger for 
learning that only hard work and effort can 
fulfill. Their willingness to make that effort 
reignites my own. May I kindle it in my stu
dents . .Ii. 

"If children feel involved in the choice of what they are studying 
and are playing music that excites them, 

they usually practice with energy." 
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The Other Teacher: 

Home Practice 
Elvina Pearce, Editor 

Elvina Pearce studied piano with Isabelle Vengerova and pedagogy with Frances Clark. She is a founding member of the Board of 
Trustees of the Frances Clark center for Keyboard Pedagogy and serves as a Vice President. She has presented recitals and workshops 
in over forty states plus Canada and the Republic of China, and Australia and is also a nationally recognized composer. 

What Do You See When You Watch Your Students Practice? Part T 

by Elvina Pearce 

7t 0 matter how much time we 
spend at the lesson instructing 
students in how to make the 

best use of their practice time, the best 

by Beth Jones 

Z' uring last summer's term, I took 
a few minutes out of a number 
of lessons to watch my students 

practice. While observing them, I made 
notes in a journal listing the practice steps 
they used, things they said, and the results 
of their practice, along with notes about 
what we discovered together. I have thor
oughly enjoyed this project! The short ob
servation sessions have been very reveal
ing, and we've had fun evaluating the prac
tices. Below are summaries from 
some of my journal entries: 

June 8th: I played a brand new 
piece for Daniel-Distant Lights 
from Explorations by Bruce Berr 
(Hal Leonard). He labeled the 
piece's form, ABN.Then I asked 
him to practice the first eight 
measures the way he would if he 
were at home. He used the fol-

2) Play-counted the RH with 

A 

two restarts for missed chords. (Clef sign 
was observed this time.) 

3) Played the LH (position changes only) 
and then play-counted the LH as written. 

4) Play-counted hands together (HT) with 
a full, rich tone. (Correctly played a previ
ously missed chord.) 

5) Played HT again with added musical 
signs. 
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way to find out how successful we've 
been is to watch them practice. I try to 
take a few minutes of each student's les
son and do just that, and it is always a rev
elation! In this department of the previ
ous issue of Keyboard Companion, Jen-

nifer Merry and I discussed some of the 
things we had learned about our students' 
practice habits using the sit/watch (and 
don't talk!) method, and in this issue, Beth 
Jones joins me in presenting more of the 
same. '" 

I was very pleased overall with his solid playing and with the results ... 

6) Played HT a third time (this time ob
served the 8va sign). 

When Daniel was finished, I told him how 
impressed I was with the logical sequence 
of his practice steps. Clearly, he is capable 
of bringing in other newly-assigned music 
just as carefully worked out as Distant 
Lights! I had him circle the beginning bass 
clef and the 8va sign and suggested that he 
use a pencil more often during his home 

DISTANT LIGHTS 

practice. 

June 22nd: Today I asked to hear Daniel play 
Swinging from Sound Reflections, Book One 
by Elvina Pearce (Alfred Publishing Co.). 
"That was perfect except for one spot. 
Would you find that place in the music and 
work on it right now?" Daniel decided to 
drill a RH shift by preparing his finger care
fully so he wouldn't play in the cracks. I was 
really pleased that he thought of including 
this "play-prepare" step, I told him so, and 

then asked him if there was anything else 
he wanted to do with the spot. Since he hesi
tated, I said, "How about playing the whole 
line that includes the spot? Where might 
this phrase start?" 

June 8th: Alex had appeared in an honors 
recital the previous weekend and confessed 
that he had been focusing mainly on the re
cital material, only practicing for one day 
the etude he was about to play. I explained 

that this was the perfect opportu
nity for both of us to learn what 
he had accomplished in that one 
day and asked, "What would you 
do right now to practice it?" He 
proceeded to play the whole piece 
at a slow tempo, hands separately, 
with a very full and even tone, 
surprising himself with how sol
idly he played. 

"What a secure job that 
was, Alex! How will you go about 
putting this piece hands-together?" 
He replied that he'd "do the whole 
piece hands separately and then 
play the first section hands to
gether. Then I'd also go over any 
spots in the first section." So I said 
"Why don't you do that with just 

the second part right now? We'll pretend 
you've already put the first part hands 
together." After Alex played through the 
second section one time, he went back and 
played two missed spots, one time each. My 
comments: "That was a fine practice; now 
do each spot three times, then play the whole 
section again. "After thi s, I said "Your 
sound was very full and even. Since this 
piece is called a study, the title reminds you 
to think about your hand position, espe
cially your fourth and fifth fingers which 



will help maintain the good sound you're 
getting." 

June 15th: In observing Alex practice another 
study (this time working on building 
tempo), I again had the opportunity to ob
serve him discover how capable he is of 
working well on his own. He accomplished 
a good dea l in a short amount of time: "You 
did all of that in just five minutes; think of 
how much progress you can make with 
your entire repertoire assignment each 
day." I had been feeling that he needed to 
cover more ground in his daily home prac
tice and was now convinced this was pos
sible. I am looking forward to a challeng
ing year of progress for Alex, and given the 
winsome expression on his face that after
noon, he is, too. 

June 8th : After hearing my performance of 
Tony Caramia's March (from Six Sketches, 
The New School for Music Study Press), 
Jason was asked to work out the A sec
tion. He proceeded to sightplay the entire 
piece hands together with all the notes 
correct, but at a tempo that was too fast 
for consistently accurate rhythm. Then he 
played the piece again at the same tempo, 
starting at the B section and going to the 
end. 

I was totally surprised at how easily he 
had read the piece! This confirmed that my 
goal with Jason needs to be giving him 
larger repertoire assignments containing 
more challenging pieces. I told him how 
thrilled I was with his ability to read new 
music so eaSily at this level and that all his 
fingerings and notes were accurate. When 
asked why he had played the whole piece 
instead of just the A part, he replied, "] 
thought you asked me to sightplay the 
piece." Next I asked him to practice just the 
A section, but he proceeded to work on both 
the A and B sections during the next two 
minutes. 

I decided not to say anything more about 
misunderstood directions. Instead, we im
proved upon March by choosing a slower 
practice tempo with Jason writing the ap
propriate metronome indication in his mu
sic . Then, with the metronome on, he 
counted one full measure and played sev
eral measures to be sure he would be able 
to practice the whole piece comfortably at 
home using the chosen tempo. During the 
lesson I gave Jason metronome tempos for 
several other pieces listed on his assign
ment sheet. 

Ju ne 29 th : Michael had missed about six 
weeks of lessons due to a right arm injury, 
and now he was feeling much better and 
able to resume study. The first piece] 
heard today was a movement from 
Vandall's Sonatina No.2 ill G (from FOllr 
Original Vandall Sonatinas, CPP I Belwin). 

As I listened, I thought that the tempo he 
had chosen was too fast for comfortable 
left-hand shifts, and some of the right-hand 
eighth notes were tonally uneven. When 
he finished, he said he didn't feel he had 
played well and explained, "I was using 
all the wrong fingers for some reason and 
that messed me up." "When that happens, 
what could you do next? Please show me 
by practicing the A section." He then pro
ceeded to follow a really creative practice 
plan, only to be frustrated with the results; 
throughout the five-minute practice ses
sion there were numerous sighs and head 
shakes. A good-natured boy, he smiled 
when I said I imagined his practice at 
home included a lot of sighing. I told him 
practice could become more satisfying for 
him, and he confirmed that his "slow, 
thoughtful, medium-loud" practice usu
ally needed a fuller tone along with a 
slower tempo. For his assignment due the 
following week he was to play the move
ment hands together only once daily, with 
a full tone, at the tempo of j= 72 (or slower 
if needed for secure fingerings and shifts 
of register). His goal was to be really 
pleased after just one playing. 

July 6th: At this lesson, I told Michael I was 
curious about the results of his "one-try
only" daily practice and asked him to play 
the sonatina once with the metronome, ex
actly the way he'd done at home. He did an 
excellent job of maintaining a slow, thought
ful tempo, showing that he had faithfully 
practiced exactly as assigned. Michael then 
tried an a tempo run-through right at the les
son with terrific results and only one small 
spot that wasn't fully secure. ] was very 
pleased overall with his solid playing and 
with the results he had gotten in five days 
of practice. He had taken my journalling 
project quite seriously, and I will continue 
to use the journal during some of his future 
lessons. 

It is exciting to consider how much can be 
accomplished when students consis tently 
apply more of their practice tools to their 
entire assignment. These short observation 
sessions have been rewarding for me per
sonally because I have gained valuable in
formation about my students. They took 
pride in demonstrating what they are ca
pable of doing on their own and seemed 
motivated to improve the quality of their 
practice in order to experience more success 
and progress .... 

Beth Jon es teaches at the North Central College 
Piano Academy in Naperville, Illinois, where she 
served for eleven years as the Academy's direc
tor. She holds a Bachelor of Mll sic degree from 
DePauw University, and a Master of Mllsic 
degree in Piano Performance from the Univer
sity of Alabama. 
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Back to the Editor Because she chose too fast a tempo ... 

f) ne of the things that I am 
especially curious about is how my 
students approach an ordinary 

everyday practice session. Meg is in the 
fifth grade and at one of her recent lessons 
I sa id : "Let's begin your lesson today by pre
tending that it's yesterday and you have just 
gone to the piano to do your daily practice, 
Show me what you did," Meg opened up 
her notebook to her assignment sheet and 
started with a piece (an elementary level ar
rangement of the Paderewski Minuet), She 
counted aloud (Hurrah!! , , , this has been a 
major emphasis during this past year, , , ), 
and played hands together. In one spot, she 
played the wrong rhythm, She also added 
the pedal (which we had never discussed 
at a lesson and which I will work with later 
on because she is not yet ready to deal with 
syncopated pedaling), When she finished, 
she played the whole piece again, but faster 
(and of course played the same wrong 
rhythm again), 

Then she went on to a second piece, this 
time an arrangement of a theme from 
Mozart's Don Giovanni, She counted off one 
measure of rhythm before beginning, and 
once more, played the piece hands together, 
counting aloud. Because she chose too fast 
a tempo, she made several errors and had 
numerous hesitations, (At this point I was 
thinking, "After she finishes playing the 
whole piece, will she go back and practice 
the spots, and if so, will she work hands 
separately first at a slower tempo?") She did 
go back to the spots, but unfortunately, she 
omitted the hands separate step and played 
at the same too-fast tempo as before. Next, 
she repeated the whole piece (still count
ing) but of course with no improvement. 
This time, she ignored the spots and pro
ceeded to play the whole piece a third time, 
(still counting), and now she added the dy
namics. (So far I've found out one thing for 
sure--counting aloud was becoming part of 
her practice habit as she did so throughout 
all three playings ,) 

Following the Mozart, she played a third 
piece The Shepherd's Pipes by Salutrinskaya. 
Once again, she counted out loud, and she 
played very slow ly and with added dynam
ics. Although she missed some right hand 
notes in three separate phrases, she never 
practiced the RH alone. Instead, she went 
back to the beginning and played the whole 
piece again, hands together, and of course 
making the same mistakes as before, 

Next she played Vivace by Gu rlitt . She 
chose a very slow tempo and counted aloud, 
After just a couple of measures, she stopped 
and started over again, this time playing at 
a much faster tempo, She played this piece 
only one time, and her performance was not 
only accurate but very spirited, Although I 

usually try to keep my mouth shut during 
these observations, at this point I couldn' t 
resist interjecting, "Great job l " 

The last thing on her practice agenda was 
Kabalevsky's Little Song from Op. 39, When 
she played it she paused at the end of nearly 
every measure because her chosen tempo 
was faster than she was able to coordinate 
the hands together playing of the notes oc
curring on the first beat of each measure. 
As she started to play the piece aga in at the 
sa me tempo, I stopped her and asked her 
to p lay only the hands-together notes, (the 
"verticals"), leaving out all of the in-be
tween notes. We began with just two mea
sures, then four measures, and finally, all 
e ig ht measures. I had her practice the 
together-notes-only both with her eyes open 
and then with eyes shut. (The latter really 
enhances tactile sensitivity.) And of course, 
we proceeded very slowly. Finally, I asked 
her to play the whole piece, as written, at J 
= 60. There were no longer any hesitations 
and she was pleased. I asked her to describe 
the practice steps she had just used to get 
rid of the hesitations and we put these on 
her audio cassette practice tape as a daily 
reminder of what to do at home, 

We ended by analyzing her practice ses
sion, and of course I began by complimenting 
her on everyth ing she did well (particularly 
her counting aloud, and the interpretation 
of Vivace). I told her that I was surprised 
that she had started with pieces instead of 
with her technique warm-ups, and I asked 
her why she thought that these were always 
listed first on her assignment sheet. She got 
the point! I also quizzed her about why she 
omitted doing her theory assignment. She 
rea lly had no answer for thi s. (What I 
lea rned during this observation is that most 
probably Meg's practice at home is mostly 
just a play-through of pieces. She probably 
spends very little time on anything else such 
as technique and theory and thi s, of course, 
explains why she was not as successful as 
she might have been with these two areas 
in her recent performance auditions,) We 
discussed the relationship of time spent on 
the above two items and correlated this with 
her test results. Of course, I shall continue 
to place technique and theory first at the 
lesson and also on the assignment to rein
force their importance. This observation of 
Meg's practice confirmed that she still has 
a long way to go in assimilating practice 
habits that will produce maximum success 
in a minimum amount of time. 

Another area I like to check out is what a 
s tudent does with a brand new piece when 
the teacher makes no suggestions whatso
ever. Melissa is a 10-year-old student who 
transferred to me a year ago after having 



had a year of previous study. At one of her recent lessons I as
signed the Kabalevsky A Little Joke from Op . 39. 

that each 8th note would last as long as two 16ths, and each quarter 
note as long as four 16ths. I asked her to tap and count the rhythm 
of measure one several times, and then to tap and count mm. 7 and 
8, saying "one-ee-&-uh" for each beat, and we wrote this counting 
in for measures 1 and 8. Then r had her record herself tapping and 
counting these two patterns on her audio cassette practice tape so 
that she would have an accurate model for the rhythm during the 
coming week's home practice. Our fina l step consisted of her play
ing and counting mm. 1 and 2 and 7 and 8 at)1 = 100. Since she was 
successful in her first attempt, I had her repeat it and this second 
time, we recorded it on her practice cassette tape. Then we sum
marized the practice steps on the tape. 

A Little Joke 

Although I wasn't surprised that Esther did not yet have a logi
cal way to approach a brand new piece, the observation of her 
attempt was very helpful in pointing up the things that still need 
much emphasis at the lesson, i.e. structural analysis first, since this 
is what provides the clues for what to do in practice. 

r hope that this article encourages you to spend some lesson time 
watching your students practice if this is not already a part of your 
regular teaching agenda. It's not only fascinating but also highly 
instructive as we plan and teach each week's lessons .... 

r asked her to show me how she would work it out at home. She 
began by playing the RH alone, counting "one-&-2-&", but missed 
the change to quarter notes in measure 8, playing 
the second one on the "&" of beat one rather than 
on count two. She also missed a few notes along 
the way. Next she went back to the beginning and 
played the first eight measures again, RH only, still 
counting and still missing notes and the rhythm in 
measure 8. Then she went back to the beginning and 
played the LH alone This time she did not count 
and she played the LH as triplets rather than as an 
eighth and two 16ths. Next, she played the 1 st 8 mea
sures, 2 times, hands together, without counting, 
missing notes, and playing all of the notes as 8th 
notes. At this point I jumped in because it was clear 
that matters were not going to improve. Analyzing 
a new piece and designing a practice strategy based 
on its structure was not yet a part of Melissa's habit. 
So we discussed the piece's title and then I played 
it for her and asked her to be ready to mark and 
label its parts when I finished. She decided that it 
had two sections and she concluded that they would 
be labeled" A" and" A prime." Next I asked her to 
study the LH in measure one and then to block these 
first three notes. "What kinds of intervals are these?" 
She said, "Thirds." I then asked her to look through 
the LH in the rest of the piece. She discovered that 
it was made entirely of 3rds, and that this was also 
true of the RH. Next r asked her to block the LH 
triads in line one, 2 times, then the same with the 
RH, and finally, hands together, blocked. (She 
quickly discovered that her two thumbs were al-
ways on adjacent white keys, and that the two hands 
always moved the same distance and direction.) Our 
next step had to do with rhythm. I suggested that 
since this piece contains 16th notes, it would be wise 
to say "One-ee-&-uh" for each quarter note beat so 
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[ by Chelcy Bowles 

7 here are many challenges 
associated with reading music 
while playing harp, some of 

them probably unknown to those who 
have not had experience playing the in
strument or are unfamiliar with the pedal 
mechanism that makes the modern harp 
a chromatic ins trument. Teach ers who 
have piano students that want to study 
harp can have a tremendous influence on 
the future harpist's ability to read well. In
deed, because both instruments require 
reading in treb le and bass clefs simulta
neous ly, most ha rp teachers recommend 
the study of piano prior to s tud ying harp. 
Before going into specific problems asso
ciated w ith reading music on the harp and 
recommendations for the piano teacher to 
help develop skill s, a brief desc ription of 
how the modern pedal harp works should 
help in understanding those problems for 
teachers not already familiar with the in
strument. 

The concert or pedal harp- the one used 
in orchestra and for most of the music writ
ten for harp in the last two cen turies-has 
44-47 strings tuned diatonically to C Ma
jor-essentially the white keys on the pi
ano. To accomplish chromaticism, there are 
sp ring- loaded pedals at the base of the 
harp w hi ch are con n ected with rods 
through the straight column at the front of 
the harp to a complicated mechanism in 
the curved neck of the instrument. There 
are seven pedals, one for each note of the 
scale, and each p edal affects all of the like 
notes on the instrument (e.g., the D pedal 
affects the D strings in all octaves). Each 
pedal has three positions-flat, natural, 
and sharp. To change a s tring from a natu
ral pitch to a sharp or fl a t p itch, the harp
ist ei ther presses (to sharp) or releases (to 
flat ) the pedal affecting the string needing 
altera tion. 

This brief exp lanation of the chromati c 
mechanism reveals one of the most obvi
ous and cha llenging problems of music 
reading, and the one most distinctive dif-
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s Teaching Different 
Other Instruments? 

Challenges of Reading Music for the Harpist ) 

ference from read ing music at the piano
executing chromatic changes w ith the feet 
rather than the fin gers. The harp ist gener
ally sets the pedals to the key signature at 
the beginning of a piece, then changes ped
als as accidentals occur and returns the 
pedals to the key at bar lines as necessary. 
Fai lure to change a necessary pedal res ults 
in, of course, the wrong note (a persisting 
wrong note until the harpist can figure out 
what needs to be done while continuing 
to play the music). It is common practice 
to write upcoming pedal changes with let
ters names directly into the music before 
actua lly playing a piece of music. Indeed, 
it is considered rather unethical to ask a 
harpist to sightplay music without the op
portunity to mark pedal changes in ad
vance, except for the purpose of mental 
exercise. Marking pedals is an intellectual 
task rather than a musical one, and can be 
done without actually playing the instru
ment. 

A second set of challenges are those as
socia ted with v is ual trackin g. Un like 
reading music for instruments that do not 
require seeing the instrument while play
ing, harpists must look at the instrument 
quite frequently, s ince the hands are com
pletely off of the instrument once the s tring 
is p lucked and spatial orientation can be 
lost. And, unlike piano, there is little pe
ripheral vision afforded to the harpis t be
tween the music s tand which sits to the left 
of the instrument and the s trings to the 
right of the body. The harpist must essen
tially turn completely from the music to 
see the s trings and the eyes must com
pletely leave the strings to read the music. 
(This is further complicated when a third 
visual e lement is introdu ced w ith a con
ductor or ensemble member .) Apart from 
the never-ending quest for the develop
ment of spatial orientation between the fin
gers themselves and between the hands 
and the s trings, the harpist must be ab le 
to read many notes in a s ingle glance and 

must learn to memorize quickly in order 
to execute p assages that requi re visua l con
tact wi th the h arp . 

As mentioned above, most harp teach
ers suggest that s tudents wanting to play 
pedal harp learn to read music at the pi
ano. Even if the s tudent plays another in
strument (other tha n piano), reading both 
clefs is essential and is best learned at the 
piano. In addition, it is much easier to vi
sualize theoretical concepts when the re
lationship between the notes on the page 
and the notes on the instrument is actually 
visible. To help the future harpist in de
veloping reading skills, the piano teacher 
might: 

1) include more ac tivities that stress theo
retica l understand ing of music; 

2) have the student look through music 
before playing to loca te chromatic changes; 

3) incl ude exercises which require the stu
dent to read ahead in the music and take 
in several measures at a time; 

4) include exercises which require quick 
memorization of measures or passages. 

Obviously, these are exercises that would 
benefit any developing pianist or other in
s trumentalist as well! '" 

Chelcy Bowles is Assistant Professor of Music 
and Director of Continuing Education in M 11 -

sic at University of Wiscons in-Madison. She 
is the harp instructor in the UW-Madison 
School of Mllsic, maintains a private stlldio, 
and is on the faculty of the National String 
Workshop. She performs traditional pedal harp 
repertoire and has a special interest in histori
cal harp technique and improvisation. She cur
rently performs with the Madison Symphony 
Orchestra and with The Snllg, an instnlmen
tal ensemble specializing in traditional Irish 
music. She is for mer editor of Harp Forum in 
American String Teacher. 
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by Nancy Weckwerth The brain is the contoller of all of the above. 

Z' uring my 25 years of teaching 
music privately, in elementary 
an d junio r h igh schools and 

universities, I have been fortunate to have 
had several studen ts who studied both key
board an d brass instruments with me si
multaneously. As a performer, I perform on 
both piano and horn. This situation has given 
me many interesting opportunities to com
pare and contras t the skills needed to per
form, and therefore teach performance, in 
both areas. Rather than consider teaching 
differences for all types of wind and brass 
instruments as to their reading needs, J w ill 
focus on the teaching of read ing for brass 
players in comparison to the read ing needs 
of keyboard players. 

While analyzing the methods for teaching 
reading to keyboardists and brass players, I 
compared the s imilarities and the differ
ences. Both methods are similar in that the 
ultimate goal is the development of musical 
skill, having the visua l percep tion of the 
printed page translated in to the motor skills 
of performance. Ultimately, this translation 
needs to occur w ith an automatic brain func
tion . The reade r/ performer should be un
aware of the mental processing. As teac hers 
our job is to faci litate the steps to develop 
th is brain process. 

With the above goa l in mind , the initial 
steps to read ing on any instrument become 
the recognition of posi tion on the staff and 
it's relationship to pitch, and the recognition 
of note value and its relationship to musical 
time. At this point, the differentiation between 
teachi ng to keyboard ists and teaching to brass 
players begins to appear. 

Staff position and its relationship to pitch 

The very nature of the instrument designs 
dic ta tes the change in reading methods. To 
a keyboard ist, the position of the notes on 
the staff signifies the visual spatial relation
ship between the white and black keys on 
the keyboard. Playing the respective white 
and black keys determi nes the pitch. To the 
brass player, the position of notes on the staff 
signifies the aural interva ll ic relationship of 
p itch and how it is achieved on a brass in
strument. This difference of visua l versus 
aural relationships is probably the most sig
nificant aspect of the difference in teaching 
methods. 

Brass players cannot press the right fin
gers down and achieve the pitch indica ted 
by the printed music. The process has sev
era l more motor skills involved; all of which 
must be coordinated perfectly. Sound is pro
d uced on brass instruments by blowing air 
through the lips. The air causes the lips to 
vibra te, and the vibration causes sound . The 
pitch is changed on the hollow tube of the 
brass ins trument via subtle changes of the 
opening or aperture between the lips in re
lation to air speed. The valves on most of 
the brass instruments and the slide on the 
trombone serve merely to change the length 
of the hollow tube. The change in length 
determines the avai lable pitches of the over
tone series determi ned by the laws of phys
ics. Inside the mouth, the tongue is used to 
in terrupt the column of air briefly by touch
ing the roof of the mouth as in saying the 
syllable "tu" or " toh" (depending on the in
strument). This interruption of the air col-
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umn determines the articulation of the notes. 
The fourth skill is the use of the fingers or 
arm (again, depending on the instrument) 
to depress valves or move the slide to change 
the leng th of the hollow tube. Therefore, air, 
li ps, tongue, and fingers work in combina
tion to produce the p itch as read from the 
page. The brain is the controller of all of the 
above. 

Teaching read ing to a brass player re
quires that each of the fo ur motor skills be 
addressed relative to how the printed page 
is rep roduced by the pe rformer. To develop 
the p roper use of air and lips relative to 
what is visually perceived on the page, the 
teacher m ust introduce what is normally 
called lip slurs. The lip slur s tudy is based 
on the tones available in the overtone se
ries of each p ossible va lve combinati on or 
s lide p osition. Since the overtone series in 
its most fu ndamental pitches begins with 
the in tervals of fifths, fourths and octaves, 
the student is repeated ly viewing those in
tervals on each series and learns to read, 
hea r, and perform those interva ls as a so lid 
fou ndation to air and lip coordination. 
There is no comparable counterpart to this 
aural and motor skill develop ment on the 
keyboard. 

On the keyboard, conceptual transfer of 
spatial percep ti on, i.e. intervals, is rea li zed 
as spatial position on the keyboard. A fourth 
on the page translates visually to fo ur white 
keys, in its most basic form. On a brass in
strument, the spatial perception of intervals 
translates directly to an aural fourth . There 
is no visual counterpart. Therefore the teach
ing of reading of the interva ll ic relationships 
on the page is taught d ifferently to brass 
players. The v isual recognition of interva ls 
is taught using aural in tervals from simple 
songs that the student knows. This aural 
translation gives the students the abili ty to 
know where to p lace the pi tch on the brass 
instrument rela tive to the many options 
available to them on the overtone series of 
each fingering combination. For example, a 
wri tten fourth must sound like the fo urth in 
the opening of "Here Comes the Bride." The 
student practices the interva l of the fourth 
on the instrument on all sca le degrees and 
on all sca les. This is done with and without 
w ritten music in front of them. Eventually 
the eye perce ives the written fourth on the 
page and the fingers, lips, ai r column and 
tongue translate the visual pattern of a fourth 
to an aura l sound. 

A r ti culation on a brass inst ru ment is 
produced ma inl y by the tongue. There fore 
the read ing of articu lation markin gs re
qui res the motor ski ll development of the 
tongue. This is achieved b y p rac ti c in g 
stu dies tha t prov ide repetition of accents, 



slurs, staccato, and the numerous other 
articulation markings that occur. Again, 
the motor skills needed by brass players 
are in no way comparable to that of a 
keyboardist, and therefore the teaching 
must accommodate the development of the 
appropriate skills. 

Note value and its relationship to rhythm. 

Another aspect of music reading that is 
different for brass and keyboard players 
is the fact that keyboard players read from 
multiple staves simultaneously and can 
produce multiple notes. Brass players, on 
the other hand, read a single staff at a time 
and produce one pitch at a time. Visually, 
the keyboard player perceives the harmony 
and rhythm of the composition as they play 
it. Keyboard players can see how the 
rhythm of the piece fits together in a verti
cal fashion. Most of the time, brass players 
see only the one line that they are playing. 
Therefore, the brass players' visual percep
tion of rhythm must be taught extremely 
carefully. Brass players must be taught to 
"think" the name of the count that they are 
performing at any given moment. Key
board players are able to speak the counts 
aloud as they play. This difference in count
ing technique at the early stages of learn
ing an instrument is an integral part of 
music reading. 

The largest portion of most keyboard play
ers' performance time is spent playing solo. 
Brass players spend most of their performance 
time playing in ensembles. Teaching ensemble 
concepts to brass players who only visually 
read one line at a time becomes the norm. Brass 
players approach rhythm from an aural stand
point in relation to note values they visually 
perceive on the printed page. They must lis
ten to the other players to perceive the music 
as a whole. The vertical aspect of rhythm that 
keyboard players see on the page allows the 
keyboard player to perceive rhythm visually 
with respect to the other pitches. Teaching 
music read ing as a collection of pitch, rhythm, 
and harmony is again related to the visual as
pect of music reading as seen by the keyboard 
player, and the aural aspect of brass playing 
as their single line becomes a part of the whole 
ensemble. 

In addition to independent rhythm per
ception, brass players must be taught to per
form their pitch independently within the 
ensemble. Therefore the aural realization of 
the visual pitch on the staff must extend be
yond the interval perceived in relation to 
the staff itself, and become a part of the 
rhythm and harmonic fiber of the whole 
ensemble. 
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Reading and musicianship 

Beyond merely creating sound, both 
keyboardists and brass players use the brain 
to achieve musicianship skills such as inter
pretation, style, soul, and the pleasure of per
formance. Musicianship on all instruments is 
a complex procedure involving motor skills, 
mental skills, and the most difficult to quan
tify: emotions. The development of these skills 
is a long process that is dependent on the mo
tor skill development in conjunction with emo
tional maturity. This becomes another layer of 
perception and realization dictated by the read
ing of music on the page. s 

Again, the visual perception on the page 
sets in motion entirely different motor 
skills in the keyboard and brass player's 
techniques, thus requiring different teach
ing methods for keyboard and brass play
ers . Both keyboard and brass players must 
fine- tune motor skills to perform maturely. 
Only when the physical aspects are mas
tered to the point that they are able to dis
play what the emotions perceive from the 
printed page does realization occur in per
formance. 

Keyboard players realize style using dy
namics and articulation; thereby emoting 
through the arms, fingers, and feet on the 
pedals. Brass players realize the printed 
dynamics and phrasing utilizing the fin
gers, air, and tongue in cooperation with 
emotional maturity. The teaching of read
ing and realization on the keyboard in
volves the development of external motion 
on the part of the limbs. The teaching of 
reading and realization on brass instru
ments involves internal organ control of 
the lungs which produce the air column 
via intake and expelling air through the 
lips, causing vibration and thereby sound. 
The motion of the tongue and motion of 
the fingers are external motions like the 

keyboard player uses. 
Therefore, teaching reading on a brass in

strument involves the addition of teaching 
the internal motion of breathing at ap
pointed times in the printed page. Phrase 
reading skills must be developed immedi
ately for brass players. They take in air to 
produce the sound at phrase endings, or 
rests. If they don't take in air, there's no 
sound production and therefore no music. 
If they don't take in enough air, they can't 
produce sound for the entire phrase. Stu
dents must be taught to perceive musical 
phrases visually in order to breathe cor
rectly, thus training the lungs, and produce 
the sound aurally. 

This article is only the beginning of an 
analysis of the teaching differences of read
ing music for keyboard players and the 
same skills in brass players. During my 
thought process, I have realized that the most 
significant difference involves the critical ne
cessity to teach aural skills to brass players. 
This is not to say that keyboard players don't 
need aural skills. Aural skills greatly enhance 
the performance of keyboard players. For 
brass players, aural skills are essential to ac
tual realization of the printed page at the fun
damental level of producing the correct 
sound at the correct time . .... 

Nancy Weckwerth received her Bachelor of Mu
sic Education degree from the University ofWis
consin at Eau Claire, her Master of Music de
gree in horn performance from the University of 
Miami, and the Certificate in Composition for 
the Music Industry (Film Scoring) from the 
University of Southern California. She has 
taught privately for 25 years in addition to hold
ing teaching positions for the Pasadena Conser
vatory of Music, Music for America, Inc. , 
Humber College in Toronto, and California State 
University, Los Angeles. 
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by Scott McBride Smith 

1 t's my opinion many people's idea 
of music teachers as old-fashioned, 
nit-picking spinsters with hair up 

in a bun, enforcing discipline with a ruler, 
is way off base. To the contrary, I think pi
ano teachers are often ahead of the curve. 
We all knew, for example, that piano study 
did great things for people's lives, long be
fore scientific resea rch showed it to be true. 
And we have always been interested in 
learning more about the correct way to play 
the piano, both to avoid injury and enhance 
pleasure. 

Modern technology has given us a new 
tool for learning, the educational video. 
These not only explain technique (books can 
do that), but demonstrate with real perform
ers in real time the principles of correct us
age. Barbara Lister-Sink's Freeing the Caged 
Bird (Wingsound, P.O. Box 10912, Winston
Salem, NC 27108) is a case in point. In this 
beautifully produced and presented video, 
Lister-Sink presents a step-by-step explana
tion of a technical approach that, in her 
opinion, produces artistic and pain-fr ee 
pianism, based on the principles of appro
priate muscle use, good coordination, and 
optimal skeletal alignment. 

After watching the tape several times for 
my own educa tion, I sent her a list of ques
tions that I thought might clarify her ap
proach for the readers of Keyboard Com
panion. 

Scott McBride Smith: Why did you choose 
to make a video on technique rather than a 
book or edition of music? 

Barbara Lister-Sink: I'm so glad you asked 
this because it is one of my greatest con
cerns, this tendency through history to as
sume that a book on technique will be ef
fec tive. Either I am hearing a very different 
drummer, or we musicians just refuse to 
face the obvious physical and athletic side 
of playing the piano. I do not mean to cast 
aspersions on my distinguished colleagues, 
both present and past, who have written 
about technique. Before the advent of mod
ern technology, books were the only means 
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Offer Teachers of Early-level Students? 
Barbara Lister-Sink 

of communicating teaching/technical ap
proaches, aside from actual, hands-on ex
perience. I suppose we teachers just got into 
the habit of using the written word to pass 
technical knowledge along through history. 
It may also have something to do with the 
fact that keyboards were developed during 
a blossoming of rational and scientific 
thought-Descartes' "I think, therefore, I 
am," rather than, "I sense, therefore I am." 
In fact, the senses have been hi s torically 
downplayed or distrusted as the Devil's 
instruments, so to speak. And many musi
cians in this century, thanks to the knuckle
busting finger schools of the 19th century, 

"Either 1 am hearing 
a very different drummer, 

or we musicians just 
refuse to face the 

obvious physical and 
athletic side 

of playing the piano. " 

have believed that any emphasiS on the ath
letic / physical side of playing would dimin
ish their artistry. 

Technique is, first and foremost, a physi
cal, kinesthetic experience. H ow, then, 
could a written description or definition of 
technique serve to teach a very physical ex
perience? We may describe poetically or sci
entifica lly the kinesthetic sensations of a 
golf swing, the smell of a rose, the taste of a 
strawberry, or the texture of velvet, but the 
actua l experience of each defies description 
through words. And it is the experience of 
the physical sensations that we need to com
municate in teaching technique. Further
more, the written word is probably the least 
effective means of all forms of verbal com
munications for communicating technique. 
It is open to outrageous distortion, espe
cially with repetition over time. 

The word relaxation comes to mind. This 
happens to be my least favorite word and 
one of the least understood in our field. One 

pianist's idea of relaxation technique might 
lead to a well-supported, efficient body use 
at the piano, another pianist's meaning of 
relaxation might lead to a sloppy, unsup
ported, lump-like, floppy approach. For 
example, what Tobias Matthay actually 
taught about relaxation was probably very 
different from what we think he taught. 
Words such as weight, posture, and natu
ral are other terms that could be completely 
misunderstood or distorted after they left 
the horse's mouth, so to speak. Communi
cations experts tell us that it is not so much 
the words that we use but the body lan
guage, inflection, and tone of voice to which 
we actually respond. At best a verbal de
scription, if spoken w ith the appropriate 
inflection and tone of voice, might lead the 
body into certain physical / muscular states 
and skeletal alignments. But this approach 
would be quite chancy and one I would cer
tainly not rely on for effective communica
tions. 

None of this is to say that a video on tech
nique will teach these sensations. My chief 
fear has been that Freeing the Caged Bird will 
be used as an instructional tool, rather than 
an educational one. I never intended for it 
to instruct or to transmit the sensations of 
well-coordinated technique. It can't. I pro
duced it because I wanted pianists to know 
that discomfort, pain, and injury were not 
necessary, that well-coordinated technique 
is a skill that any keyboardist can learn. The 
video was a means of getting that informa
tion, that message of hope, across to pianists 
who had not been as fortunate as I was in 
being cured of injury and retrained. And 
while the thousands of details of visual im
ages, videography effects, tone of voice, etc., 
were scrutinized for integrity and clear 
communication, I knew that all of it was still 
subject to misunderstanding. I feared that 
pianists would think that imitating the vi
sual gesture of the basic stroke, for example, 
would give them the actual sensations and 
appropriate muscle states of this coordina
tion. It is something I have to live with
that this video won't further confuse and 
complicate the fie ld of piano technique! 

I also made a video because 1 wanted to 
demonstrate visually the rock bottom prin-
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ciples of good body use at the piano as I 
had lea rned them over 25 years of study, 
p hysica l therap y, body re-ed ucation, and 
self-discovery. l felt these fundamental prin
ciples were the necessary s tarting po int 
from which the viewer's self-awareness and 
kinesthetic awareness could develop. And 
it is only from this p oin t of kinesthetic 
awareness that a well-coordinated, hea lthy 
technique can truly be built. Visua l image 
had a better chance of demonstrating these 
coordina tions than me re words. Another 
point of making a video was to give a vi
sua l impact, from start to finish, of my par
ti cular system of teaching the sensations 
and movements of hea lthy techn ique . I 
wanted viewers to see, even if they could n' t 
experience it kinesthetica lly, the organic, 
step-by-s tep developmental approach, from 
the production of one sound to a Rachmaninoff 
etude. The whole process is ex tremely or
ganic, logical, and interconnected. It is not 
a mystery. And I wanted the v iewers to see 
how a young child could apply these p rin
cip les to the simplest piece, not just how an 
ad vanced pianist looked and sounded. I 
wanted to demonstrate technical mastery 
on every level. 

SMcBS: What are the basic principles of 
good technique? 

BL-S: 1) Healthy technique is an activity of 
the WHOLE BODY. We cannot separate the 
activities of the fin gers, hands, arms, shoul
ders from the rest of the body, and espe
ciall y not from the cen tral nervous system 
housed in the brain and spine. Therefore, I 
begin instruction by working together wi th 
a bod y ed ucati on / aw areness ins tructo r 
from the center o f the body (spine and torso) 
out to the periphery. Us ually, my par tner 
is an Alexander Technique ins tructor, al
though I also refer to the Feldenkrais in
s truc tion and have older piani sts rea d a 
marvelous book by Thomas Hanna titl ed 
Soma tics (Perseus Press, 1988). I a lso require 
them to read Alexander Technique expert 
Ba rbara Conabl e's What Every Mu sician 
Needs to Know About the Body (Andover 
Press, 1998) . Matth ay, Whi teside, a nd 
O rtmann, to name a few of the techni que 
gurus, al so advocated this app roach . 

2) Healthy technique is synonymous w ith 
good coordin a ti on, o r the ha rmon io us 
working together of all the parts of the body, 
visible and invisible, moving or resting. It 
is also synonymous with FLOW of energy 
throughout the whole body into the pi ano. 
Most problems occur w hen there is some 
kind of b lockage to energy fl ow. 

3) Hea lthy technique is using the body at 
the piano to the body's and the p iano's best 
mechanica l advantage. The w hole mi nd/ 
body sys tem is set up to function well- ca r-

diovascular, neuromuscular, sensory-motor 
sys tems- if certain biomechanica l guide
lines are fo llowed . These are: 

a. Optimal skeletal alignment: This starts 
wi th the spine maintain ing its natural flex
ibility and length so that information fl ows 
throughout the body; dynamic balance of 
the torso on the sitting bones, not the tail 
bone or upper legs, wh ile we are si tt ing at 
the piano; balancing of the head on the spine 
so that the deep spinal muscles support the 
head rather than the trapezius (shoulder) 
and superficia l neck m uscles (which even
tually leads to a lot of discomfort, pain, and 
injury); allowing the arm bones to hang as 
pendulously fro m the shoulder sockets as 
possible; and , finall y, aligning the lower 
arm bones and the hand / finger bones in the 
best way to support weight only at the mo
ment of sound p roduction and energy trans
ference into the key. For me, thi s means 
using the natural arches of the arm and 
hands, as I explain on the vid eo- lining up 
those lower arm bones and hand bones so 
that they form two arches which work beau
tifully together at the momen t of weight 
bearing. The tri ck is NOT to preset, with 
unnecessa ry tension, the bones in the air 
before landing. The actua l alignment can be 
seen by looking in a mirror at thE natura l 
curve of the hand . 

b . Efficient muscle use. One of the greatest 
ca uses o f discomfort, pa in, and injury is in
eff icient m u scl e use- misuse, ove ruse, 
underuse, ill-timed use, e tc. Accumulated 
muscle tension is the bigges t cul prit, espe
cially in the extensor muscles, the extrinsic 
muscles of the hand (from the w rist to the 
e lbow) and arou nd the w ris t area . Low
wristed, h igh-fingered techniques are espe
cially im pli cated. But the tension from ti ght 
shoulders and neck muscles can impinge 
nerves in the spine and cause referred pain 
in the arms, wris ts and hands, as well. 

As every good athlete knows, the muscles 
need to recover continuall y as we engage 
in an act iv ity. For example, most pianis ts 
are never trained to recycle the arm muscles 
w hile their fingers are moving. It is a very 
hi gh-level skill and must be lea rned s tep
by-step . The p roblem is that most pi ani sts, 
young and o ld, a re not awa re of the sta te of 
their muscles in the firs t place. They do not 
know w hat a fu lly released muscle feels like. 
So how can they be expected to release their 
muscles continua lly if they have never iden
ti fied the fee ling? This is one of the reasons 
that in my retra ining program or in s tart
ing a ch ild or an adu lt, I begin w ith ove rall 
bod y and musc le awareness and control. 
Most peop le thin k of control as contracting, 
but real control means regulating the ebb 
and flow of muscle tension. The fi rs t com
ponent o f the bas ic stroke incorporates the 
necessary lifti ng of the fore arm tha t allows 



the extensor muscles (top of the forearm) to 
release and even to stretch a tiny bit, and 
the wrist joi nt to be free. Thus they are con
tinually refreshed and do not accumu late 
tensio n. Combinin g this with more and 
more notes per stroke is a skill which is 
gradua lly acquired, but which, I might add, 
is not really all that complicated, once the 
basic mechanism of release is mastered. 

4) Healthy technique is not necessarily syn
onymous with certain motions. The most 
critical factor is the state of the muscles. I 
demonstrate this very easily by playing two 
notes with the basic stroke. Both times, the 
gesture looks well coordinated, free, and 
natural. However, one of the times, th e 
muscles are very tight inside, but in an in
visible, microscopic way; the other time, the 
muscles are in a much more released state. 
Usually, the observer cannot tell the differ
ence, even from very close by. 

5) This brings me to the next important prin
ciple. Healthy technique can only be taught 
through the senses, primarily the kinesthetic 
sense in a very "hands-on" way. A student 
would have actually to feel the state of my 
arm muscles to tell the difference between 
the tight and the more efficient way of play
ing described in #4. I realize this could raise 
enormous questions nowadays with the fea r 
of litigation, sexual harassment, etc. I always 
teach my own students and trainees how to 
touch in an extremely profeSSional way
only with permission of the student; only 
with the tips of the fingers; very lightly usu
ally and on the head, neck, upper back, 
arms, hands, fingers; and only if the video 
camera is running. I tape every lesson, zoom 
in a lot for more careful scrutiny, and re
quire an outline of the lesson each time. This 
way it places the whole process on a very 
professional level with very clearly defined 
rules and parameters. Trust and integrity 
are major requirements in teaching for us 
all. I reiterate this daily with my trainees and 
students. 

6) Hea lthy technique must be taught one 
step at a time and each step must be mas
tered before going on to the next leve l of 
coordination. Technical mastery for me 
means when the body and brain have ab
sorbed the sensations and motions to the 
point of automatic or reflexive response . In 
other words, I allow the student to begin 
work or pieces or studies that incorporate 
two notes per stroke when she or he uses 
the basic stroke coordination automatically 
on single notes or chords. I find, time after 
time, that if I skip a stage, rush ahead too 
quickly, or allow a compromise of any kind 
to each s tage that the quality of the whole 
training program is seriously diminished. 
In fact, it's quite mathematical. If we begin 
with only say 90% percent of the coordina-

tion at the beginning, then we have already 
diminished its integrity. Even if the first 
stage of coordination is mastered and we 
accomplish on ly 80% of the nex t stage, the 
whole program is now at 100% x 80% = 80%. 

Of course, the teacher has to swing from 
the chandeliers to engage the students ' 
imagination enough to stick with it. Over 
the years, even though my college students 
have grown to expect the approach I take 
and the trainees have seen the video and 
know what to expect, everyone is aston
ished at how fundamental I get with this, 
starting with the skeleta l alignment and 
state of muscle tension in the whole body. I 
have had to develop very creative ways to 
transmit this knowledge kinesthetically. I 
ca ll it Technical Boot Camp. Work is done 
is small groups (2-8) where everyone can 
observe and help and encourage everyone 
else-and also get a lot of good laughs out 
of it along the way! 

I have a number of trainees who are 
teachers of the very young, however, who 
have devised all sorts of imaginative, cre
ative and fun (yes!) ways of teaching 
healthy, whole-body coordination, step-by
step. I frequently travel to their classes and 
fine-tune the coordination a bit, but I am 
constantly astonished and deeply gratified 
to see the wonderful ways they use to get 
these principles across. This is, of course, 
another whole article or video! 

The question of using music or not dur
ing the training process is complex. For very 
young children, they are so beautifully 
supple, that it is usually not difficult to train 
the coordination with the ear and simple 
reading after the first half-year or so. I have 
seen many fine examples of this from my 
own trainee's students . For the older begin
ning adults, or the pianists who need re
training, staying away from notation is im
portant in the beginning stages as they fo
cus just on the sensations of good coordi
nation and on building kinesthetic aware
ness, the key to all of this. If they are really 
injured, pianists will glad ly stick to the steps 
and actually begi n to enjoy the slowed
down pace and the feeling that they are fi
nally getting in touch with their bodies and 
can master these coord inations. They also 
feel marvelous as their bodies begin to re
lease long-accumulated muscles tension 
and re-align themselves. They themselves 
will often tell me they want to slow down 
more in the process. But this happens only 
after they have begun to feel these marvel
ous sensations of freedom and seeming ef
fortI essness. 

SMcBS: How do we app ly these principles 
to early-level students? 

BL-S: I answered this a bit in the former 
question. However, I would like to say that 
it is absolutely essential that the teacher, 
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him or herself, have this training first and 
have it truly. The teacher must not just pay 
lip service to whole-body awareness but 
must also have had some trai ning in it, as 
well as in the specific coordinations at the 
piano. I realize this is a HUGE AMOUNT 
to ask now, but we have made a s tart. I also 
think that with the growing health con
sciousness in ou r country (fostered by us 
immortality-seeking Baby Boomers!) , we 
will see more and more parents who desire 
this healthy approach fo r their child reno 
Many teachers will rea lize that this is si m
ply a part of life . I only wish the overall 
body use and awareness, in terms of us ing 
the body well in daily activities such as 
walking, sitting, typing, driving, sports, 
e tc., were taught as part of Physical Ed uca
tion in school. This would eliminate a lot 
of training for the piano teacher. 

As it is, the teacher needs to know enough 
about spinal alignment, muscle state, the ba
s ic stroke, etc., to m onitor the student's 
progress and to disallow any mal-coordina
ti ons to creep in. I ,realize not every teacher 
can go the whole nine yards with this and 
that some children and parents simply will 
not care enough to see it through. But I have 
found tha t the teachers I train, and myself 
as well, w ho present the information in a 
clear, concise, imaginative way, who pro
ceed in a clear step-by-step manner (so that 
young children know when they have mas
tered a stage and are rewarded and praised 
for it), and who themselves are happy and 
enlivened by the process of building a 
healthy technique to serve the music-these 
are the teachers to which parents flock and 
for which studen ts gladly work. 

The key, I believe, to teaching this or any
thing else is both having the knowledge and 
having effective, age-appropriate means of 
communicating that knowledge. One can
not exist without the other. And THAT is 
my next video! 

SMcBS: Are there special exe rcises for 
young s tudents? 

BL-S: The first exercises I do are purely 
physical ones rela ted to overall body use, 
movement, kinesthetic sensation, etc. Then 
[ have them explore the piano, inside and 
out. Then 1 connect them with the SOUND 
of the instrument as it relates to their body 
use. And finally, in ad hering to the step-

The Technique Postbox 

Lucille C. Tallman , Mom en ce, JIlinois, writes: 
"Yollr article on Do All Hands Fit the Keyboard, 
A lltumn 1999, brought to mind the following 
amazing story ." M s. Tal/man belongs to 
lSMTA , MTNA , and the local chapter of 
Kankakee Valley MllSic Teachers Association. 
"Ollr entire local association subscribes to Key-
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by-step principle, 1 graduate the materia l, 
once they are past the no-music stage, start
ing with the Hannah Smith Progressive 
Sight-Reading Exercises (Hal Leonard). These 
are rea\ly simple, not encumbered with de
tails of phraSing, arti culation, dynamics, 
e tc., so the student is free to focus on how 
the bod y feels and how the coordination 
flows in the beginning stages. There are also 
a number of them on each stage. This g ives 
the student a chance to groove or make au
tomatic the physical response. Bartok's Mi
crocosmos (Boosey & Hawkes) are preferred 
by some, especially adults in retraining, but 
1 find them rather dissonant and complex 
for most young s tudents . There are any 
numbers of very, very si mple collections out 
there. What 1 always recommend in the very 
first stages are any pieces or vol urnes which 
are short (eight measures maximum), clea n 
(no markings), utterl y si mple and consis
tent rhythmicall y (a ll whole notes, then half, 
then quarters, then eighths or a very si mple 
combination,-too much sight p laying chal
lenge completely throws the focus off of 
the state of the body-alignment and 
muscles), and wi th lots of white space 
around them on the page to cut distraction 
away from the kinesthetic sensations to a 
minimum. In tha t way, the mind can focus 
on the physical sensations. The trick is to 
achieve tha t perfect bal ance between under 
and over-challenging- not to bore and not 
to over demand (good luck l ). Some user
friendly pieces (folk tunes, popular melo
dies, e tc.) might be easy enough to stimu
late the m musi ca lly without distracting 
them from coord ination. Obviously, this is 
a delicate balance because they are study
ing piano for the music, not the technique. 

SMcBS: Anything to avoid? 

BL-S: Boredom or over-challenge, eit her 
technica\ly or musica\ly, as we\l as skipping 
steps in the process. Their musical souls 
need to be fed at all times, either by hea r
ing the teacher playa lot while they are 
do ing the very s imple stuff, by havin g the 
teacher play along with lovely accompani
ments while they are doing the simple 
strokes (though not too distracting an ac
companiment or they will lose their com
posure and focus) . More specifically, I 
would avoid a lot of ta lk and explanation. 
Young students learn by doin g and sens-

ing and experiencing. 
I also never criticize during this process 

and continually praise and encourage the 
student. She or he needs to feel a lert, happy, 
trusting and confident in the lesson. I do ev
erything I can to fos ter this. There is no right 
or wrong, just a kind of balancing act be
tween coordination and mal-coordinations . 
Also, I would avoid anything dull or con
fUSing or ultimately non-music related . I 
constantly give examples and refer back to 
music making.l also reassure them that this 
is a temporary but necessa ry part of the 
learning process so that they will be able to 
make wonderfu I music the rest of their lives 
in a healthy body and mind. We are laying 
a solid foundation and foundations aren' t 
glamorous (i t might be fun to d rive the class 
out to an actual construction site one day 
and show them a foundation) . 

SMcB S: Do you recommend any specific 
pieces or methods? 

BL-S: Without being specific, I answered this 
above,-I like the uncluttered, clean meth
ods which allow space for the child's imagi
nation or which don't distract him from 
awa reness of the body and of the soun d. The 
old methods which were fu ll of white space 
or line drawings where the child could draw 
a picture or color in the drawings w ere, I 
believe, pedagogically sound. Nowadays, 
we have really exciting, colorful, creative 
method books. But 1 wonder how much 
room is left for the child's imagination or 
whether the chi ld is not being over-stimu
la ted or distrac ted. When I teach, I wan t to 
help the young person develop her own cre
ativity, kinesthetic awareness, concept of 
sound , and imagination . I believe we need 
more time and space in general, and much 
less clutter, in ou r present socie ty. Ou r les
son times and methods books are no excep
tion, in my opinion .... 

Bllrbara Lister-Sink is 1111 internlllionally ac
claimed soloist lind chamber mllsicillll. A 
graduate of Smith College and the Utrecht 
Conservato ry, she was keyboardist for the 
Amsterdam Concertgebollw Orchestra and has 
collaborated with many renowned artists, in 
clilding Arnold Steinhardt, Doriot AnthollY 
Dwyer, lind the late Jan deGaetani. She is Cl/r
rently Artist-in -Residence at Salem College in 
Winstoll -Salem, NC. 

Pondering this difficult decision with trepidation . .. 

board Companioll and all agree that it is Ollr 
very favorite . Keep them coming'" 

1 have a former s tu dent, Karen 
McMillen, who is a multi-talented 
girl in many facets of I ife. She has 

grad uated from college and is pursuing a 

Master's degree at the present time. As one 
of my most advanced piano students she 
has performed a t m any funct ions, m a inly 
dedicating her playing to sacred music. She 
was my assistan t in group piano tea ching 
for several yea rs. She loves children and 
readily identifi es with them. Karen is one 



of six children in her family and is a 
caregiver and hard worker, volunteering 
to help wherever needed. This past August 
she assisted her father in carpenter work, 
while still taking classes at our local col
lege. She had a serious accident while us
ing a saw and partially severed the index 
finger on her left hand. When being told 
that amputation was necessary to avoid 
fur ther pain and infection, she asked the 
Doctor if she would still be ab le to play the 
piano. The interesting fact that the doctor 
told her was, in order for her hand to com
pensate, he would h ave to remove all of 
the index finger including the upper joint, 
so that the middle finger and thumb co uld 
freely make the adjustment. Pondering this 
difficult decision with trepidation, Karen 
almost immediately sa id "DO IT, if this 
will let me play my piano" A week later, 
arm and hand banda ged except the tips of 
her remaining fingers, she came to church 
and smiling tearfully said,'Tm still play-

ing the piano." Three weeks later, wi th 
bandages off and only a hairline scar, she 
played our digital piano in church as I 
played the organ. She also played a solo 
during prayer time. At first I thought it was 
a cassette tape from ou r sound system. It 
was done so perfectly and with so much 
expression. Our entire congregation was in 
awe and I can't begin to tell you the feel
ings I had for this beautiful courageous 
girl. In her own words she says "My middle 
finger seems to know that it has to take the place 
of the index finger and just does it. My hand 
aches if I play the piano for too long, so I'm not 
pushing my self too hard right now, but I can 
tell already that I'll be able to adapt. My fin
gers are naturally long, so that makes it a little 
easier to compensate for the missing one. I'm 
starting to get [{ sed to the way my hand looks 
now. I can do just about everything I did be
fore, just a little slower in some cases. My hand 
is still very tender and I still have a constant 
tingling in my missing finger with occasional 

phantom pains. 1 still have moments of sad
ness and times I wish it had never happened, 
but even so 1 wouldn't trade the way this has 
pulled me closer to God and to my family. Only 
God can give peace at times when nothing 
makes sense." Later she came to me and said 
she was working on something very spe
cia l. Just two weeks later on Sunday, Oc
tober 24th she performed the Moonlight So
nata combined with a sacred hymn for the 
offertory. It was a masterpiece. She re
ceived an ova tion mixed with joy and tears, 
some being her own and m any being mine 
and others . She has since accepted a new 
job along with her college studies and has 
found a program on the internet to relearn 
typing. In spite of all that has happened, 
she has never lost her beautiful smile and 
is an inspiration to everyone around her. 
She would be the first one to tell any pi
ano student to Make the piano your special 
friel1d and use the GIFT OF FINGERS to bring 
musical joy to someone's heart. "" 

"Three weeks later, with bandages off and only a hairline scar, 
she played our digital piano in church as I played the organ ... 

at first I thought it was a cassette tape ... " 
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Partners in Time: 

You and Your Piano 
Madeleine Crouch, Editor 

When Madeleine Crouch was learning to play the piano, she made the mailman stop on the front porch to listen to her latest 
pieces. She continues to ponder all things musical as executive director of several music industry associations, including the 
Retail Print Musi c Dealers Association, the National Association of School Music Dealers, and the International Society of Bassists. 

How Do You Teach Piano to Handicapped Children? 

by Madeleine Crouch 

~ hat would you do if, after 
setting up a first lesson with 
a new student over the phone, 

the parent added, uOh, and by the way, 
Johnny is legally blind." Or fill in the blank 
with "He's been deaf since age five," "She 
can only use her right hand," or "He's a very 
s low learner." Would you change your 
mind about giving that child lessons? 

Many piano teachers have little, if any, 
experience giving lessons to children w ith 
disabilities. That's probably because the 
parents of these children are not thinking 
of piano study as an outlet. But the lure and 
acceSSibility of the piano is s trong, and 

by Marcelle Vernazza 

7 he piano is a place where open 
communication is possible for 
disabled children. Their participa

tion can be geared to any instructional ob
jective. Motor skills are developed in many 
different ways. The pace of learning and 
time spent practicing can be flexibl e. And 
always, the children can touch and feel their 
performance results. 

Can handicapped children play the pi
ano? The answer is yes . Actively participat
ing in music is very important in their over
all education. Technique can be adapted and 
goals individually tailored. Playing the pi
ano combines auditory, visual, tactile, kines
thetic and analytic skills. Special education 
chi ld ren play the piano by combining their 
impaired skills with normal or even excel
ling skills in both the usual and, sometimes, 
unusual ways. 

There are a number of strategies to teach 
music reading to learning-different chil
dren, including the substitution of letters, 
numbers, a color code, or simple geometri c 
shapes for s tandard music notation. The 
teacher must have great patience, be firm 
but understanding, and be flexibl e enough 
to change plans whenever the situation de
mands it. You must have the musical train
ing not only to choose appropriate music, 
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someday, a mother may give you a call be
cause she believes that music will benefit 
her handicapped child. 

As I looked for background information 
on the subject, I discovered more informa
tion about the relatively new field of music 
therapy than I found piano method books 
for disabled chi ldren. Music therapy is the 
prescribed use of music by a qualified per
son to effect positive changes in the psycho
logical, phYSical, cognitive, or social func
tioning of individuals with health or edu
cational problems. And, simply sta ted, 
music ed ucation, even special education, 
is about teaching children and ad ults to 
become proficient in our universa l lan
guage. 

When asked about the differing goa ls of 
music therapy and music education, 
Marcelle Vernazza, a pioneer in teaching 
piano to special-needs children, believes 
they have much more in common-the ul
timate enjoyment of, and pleasure in, expe
riencing music making. Although she's 
been retired for over twenty years, this 
lively lady of ninety is still active teaching 
fami ly writing to seniors, and writing 
children's stories herself. Her brochure for 
the National Piano Foundation, Piano in the 
Education of the Handicapped Child, is full of 
practical advice for the studio teacher faced 
with the challenges-and joys-of working 
with learning-different children for the first 
time. '" 

Special education children play the piano ... 

but also adapt it when necessary. As when 
working with other children, the teacher 
should periodically evaluate the experi
ences and progress of their special-needs 
students with their parents. 

The parents of disabled children should 
be actively involved in piano lessons. Par
ents can reinforce the lessons at home by 
setting up a stable learning environment, 
with regular times scheduled at the piano. 
They should search for a teacher or music 
therapist who und ers tands the specific 
handicap involved, and most of a ll , some
one who will be dedicated to helping their 
child. 

Slow Learners 
With the ri ght support system, these chil
dren will especially enjoy piano lessons and 
profit from them. A more leisurely teach
ing pace, adjustments for a ttention span, 
pleasurable repetition and easy-to-play 
materials that refl ect their interests will help 
them: 
- Develop self-control and concentra ti on. 
- Develop physical coordination and pur-
poseful movement. 
- Enjoy sequential, challenging study with
out pressure or competition. 
- Improve emotional development by pro-

viding an outlet for expression and commu
nication. 
- Develop good social habits and attitudes. 
- Experience a balance of security and in-
dependence. 
- Improve listening habits . 
- Provide pleasure and entertainment for 
others. 
- Foster an awareness of and taste for mu
sic in genera l. 

The Physically Handicapped 
A physical handicap is just another variable 
in the overal l make up of a child . The differ
ence is in the degree of the handicap. Many 
ada ptations in playing the piano can be 
made for children with physical disabilities. 
The score ca n be rearranged or refingered 
for the chi ld who has the use of only one 
hand or has missing fingers. Pedal ex ten
s ions are avai lable for children whose legs 
are too short to reach the fl oor. 

Some ch ildren with disabilities like cere
bral palsy may not be physica lly able to play 
the piano, but may be very interested in the 
piano as an academic subjec t. The piano can 
be a background for li stening to and appre
cia tin g the performance of others. They 
want to know how the piano works, how it 
is played, what the score looks like, who com-
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posed the music. Lessons for these children 
become meaningful demonstrations. 

Children with Hearing Impairments 
These children need to become aware of the 
difference between silence and sound. The 
percussive quality of the piano makes it a 
particularly good auditory help for devel
op ing this awareness. By putting their 
hands on the bac k of the sound board or on 
top of the piano, these children can feel the 
vibrations as they watch someone play on 
the keyboard. 

Children with residual hearing genera lly 
hea r tones in the lower regis te r far better 
than tones in the high regis ters. The piano, 
w ith its wide range of pitches, is a complete 
workshop in itself. Confine playing to the 
lower part of the keyboard if the child hears 
only these tones . They can learn to identify 
strong accents, as in a march or a wa ltz. 
They ca n learn to tap out rhythms on the 
keyboard , and match them with foot move
ments, and even dance steps. 

Hearing aids, amplifiers, and floors are 
all making the performance and enjoyment 
of music more accessible and enjoyab le to 
the deaf and partially deaf. Playing the pi
ano can be a pleasurable experience as well 
as an educational activity for children with 
hea ring impairments. 

Children with Visual Impairments 
In p iano study, children with visual impair
ments have an opportunity to compete 
w ith sighted children. Even children with 
limited or no sight can find their w ay about 
on the keyboard by touch, using the black 
key groupings as landma rks, substitutes 
for visua l cues. Piano lessons for these chi l
dren: 

-Deve lop auditory sk ill s. 
- Help them thi nk and ac t independ ent ly, 
make decisions and solve problems. 
- Increase intellectual and muscular memory. 
-Give ch ildren an opportunity for emo-
tional release. 
- Act as a strong socia I ize r and leisu re ti me 
activity. 

Music Braille makes the study of great pi
ano li terature available to the blind. Learn
ing by I istening to record ed music is another 
study technique used by some. Blind chil
dren can find p iano lessons to be a joyful 
experience. 

Children with Learning Disabilities 
As we lea rn more about normally inte lli gen t 
children who have lea rnin g problems, we 
fin d more ways to help them. Playing the 
piano may be a beneficial activity for the 
hyperactive child with a learning disabil
ity. Piano study requires these children to 
sort out and sequence the actions needed 
to perform. It also improves their visual 

motor sequencing, the ability to remember 
and reproduce a sequence of visual stimuli. 

Piano study helps them think log ically 
through the process of sitting a t the piano, 
decidi ng which hand to use, w hat keys to 
press, and which way to move to find high 
or low tones. It s timulates auditory and vi
sua l discrimination. Assignments may be 
planned to fit the individual attention span 
and ability. Best of all, piano lessons can 
inspire interest without tiring the s tudent, 
and actively involve these children in mak
ing music. 

Children with Emotional Problems 
Sometimes children w ith emoti ona l prob
lems find a secure outlet in modified piano 
lessons. At first some of them may be reluc
tant to touch the instrument, but later can 
work out their hostilities in this indirec t but 
acceptab le way. Piano study directs t i,eir 
attention to immediate results, like the d is
covery of a satisfying combination of to:1es, 
the sudden realization of a musical con '~ept, 

a newly created melody, a successfui per
forman ce. Piano study helps to coord;l1a te 
muscles, nerves, and mind in a pra·:t ica l 
way. Since language is not a barrier in pi
ano study, the use of the piano by a thera
pist m ay also help to reach a withdrawn or 
autistic child. 

Easy Keyboard Experiences 
Pre-reading rote keyboard experiences ca n 
be adapted to physical and other handicaps. 
These experiences can include directed ex
ploration of sound concep ts such as hig h 
and low pitches, loud and quiet intensi ti es, 
or long and short durations. This kind of 
exploration can be reinforced with games 
and stories. Students can develop a sense 
of rhythm by keeping time on one or more 
tones as part of a duet or as an accompani 
ment to chanting or singing. This may oc
casiona ll y be possible while listening to re
corded music with parent or teacher. Inde
pendently, students can explore melody and 
rhythm on the bl ack keys in n at u ra l 
penta toni c combinations. Other easy key
board experiences include: 

• Playing melodic fragments of two or more 
notes. 
• PIa ying two- or three-note chords wi th the 
dominan t hand to keep time and supply the 
harmony for s ing ing simp le songs. 
• Playing short melodies with one hand or 
two hands in unison . 
·Picking out fami li ar me lodies by ear or 
deve loping new m elodies with the help of 
the parent o r teacher. 

The Benefits of Piano Study 
Piano lessons for specia l education students 
have a grea t ca rryover into daily life. Playing 
the piano is an emotiona l stab ilizer, an intel
lectual discip line, either a relaxa nt or an en-



ergizer. a motiva tion to use the hands, an 
orderly sequential activ ity, a crea tive expe
rience, a mea ns of communica tion and a 
way to express pen t up emo ti ons. Success, 
even in the simples t playing activity, devel-

Back to the editor 

1 f you're interes ted in lea rning more 
about special education and also the 
fiel d of music thera py, contact: 

American Music Therapy Associati on, Inc. 
• 8455 Colesvi ll e Rd. #1000 • Silver Spri ng, 
MD 20910 • 301-589-3300 • Fax 301 -589-
5175 • in fo@m usictherap y.org 

Mu sic Ed u cators N ation a l Con fe ren ce 
• 1806 Robert Fulton Dr. • Reston, VA 22091 
• 800 -336- 376 8 • Fax 70 3-860 -9027 
• www.menc.org 

Library of Congress Catalogs (for informa
tion on music in Braille) • Jcweb@loc.gov 

ops self-confidence and a feeling of accom
plishment. ... 

Marcelle Vernazza is Professor Emeritus ofMu
sic of San Francisco State University. She is the 

author of two books, Music Plus: Fo r the 
Young Child In Special Education and Ba
sic Materia ls fo r the Piano Student, both out 
of print, but still available in libraries, and a 
number of articles. 

Set attainable goals and hold frequent parent-teacher conferences ... 

I'd love to hea r from Keyboa rd Compan
ion readers w ho want to share their expe
riences work ing with children w ho have 
special need s. And when the d ay comes 
that you rece ive a ca ll from the pa rent of a 
ha nd icap ped child inquiring abou t les
sons, accept the challenge. Set attainable 
goa ls an d hold frequent paren t-teacher 
conferences to monitor the child 's progress 
and enjoyment. Yo u ' ll fin d that the profes
sional, mainstream stud io s kill s you 've 
been honing day to day are a sufficiently 
strong founda ti on for tackling special ed u
ca tion. Besides, you know how to impro
vise, don't yo u? 

In our next issue, it's your turn, students! 
The question wi ll be: How do you feel when 
you ' re waiting fo r you r turn to play in a 
recita l? And he re's a n ass ig nment for 
teachers w i th a sense of adven ture. While 
your s tudents are waiting to pl ay in your 
next recital, hand them a piece of paper and 
penc il, an d ask the m to jot down their 
though ts in an impromptu diary en try. 
Then gather them back up and send them 
to me, Madele ine Crouch, 4020 McEw en, 
Suite 105, Dall as, TX 75244, fax 972 / 490-
4219, or e-mail to mad@d ondi llon .com for 
publication in a future issue of Keyboard 
Co mpanion .... 

UYou'll find that the professional, mainstream studio skills you've been honing day to day 
are a sufficiently strong foundation for tackling special education." 

Ai, EXCITING & ESSENTIAL VIDEO GUIDE 
FOR ALL LEVELS OF PIANO STUDY 

FREEING THE 
CAGE~IRD 

D EVElOPING WElL-COORDI ATED, 

INJ URY-PREVENTIVE PIANO T ECHNIQUE 

WITH 
BARBARA LISTER-SINK 

"Not everyone is a Rachmaninoff or a Rubinstein! I am sure that 

Freeing the Caged Bird will be of immense help to many pianists . . . will make 

their lives easier and their piano playing more satisfying. A monumental work!" 

- Vladimir Ashkenazy 

. • Exploration of piano and body mechanisms 

' Step-by-step training program, from beginning to virtuoso levels 

• Potentially harmful technical habits • How to avoid accumulating tension 

• Playing examples on all levels. Slow-motion analysis of movement 

160 minutes. $39.95 plus $4.75 shipping (cheek or money orde.,. 

For information or to order. contact: WINGSOUND'" 

PO Box 10912. Winston-Salem. Ne 27108 
TELIFAX 336/945-2304 • WEn SITE wnn.freeingthecagedbird.com 

NCPP PUBLICATIONS 

The following pub licati ons of the Proceedings from the 
National Conference on Piano Pedagogy are still 

avai lable in limited quantit ies. 

Coll ege music libraries, as well as those individuals 
interested in thi s 15-year output of material developed 
and written by virtua lly all those involved in the work of 

piano teacher training, will want to make sure these 
important documents are available fo r fu ture references. 

.:. Proceedings and Re ference 1994-1995- T he Pianis t Prepa res ... 
• :. Proceedings and Reference 1992-1993-

The Pianist Road to the Future 

.:. Procee dings and Reference 1990-1991-

Communication and Collaboration 

.:. Proceedi ngs and Refere nce 1988·1989-

The Techniques of Observation 
.:. Proceedings and Refe rence 1986-1987- Ann Arbo r Con fe rence 

.:. Proceed ings and Referen ce 1982-1983-Mad ison Conference 

.:. Pedagogy Majo r Handb ook: Part I - Undergraduate 

.:. Pedagogy Major Handbook: Part II- Graduate 

Cost of Proceedings and Reference is $35.00 and 
$1 2 each for Pedagogy Handbooks. 

NCCP • P.O. Box 24-C-54 • Los Angeles , CA 90024 
• Te lephone : 310-484-8966 • Fax: 310-475-0092 

• E-mail : kcompanion@aol.com 
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The Heart of the Matter: 

Rhythm 
Bruce Berr, Editor 

Bruce Berr is an associate professor of piano and Coordinator of Piano Pedagogy at the Chicago Musical College of Roosevelt University. 
He is an educational composer, has written articles for the major keyboard journals, and frequently presents workshops on various 
topics important to piano teachers. He is currently involved in creating a library of pedagogical videotapes for instructional purposes. 

by Bruce Berr 

'7magine a movie which might open in the following way: 
First, a bright flash of light accompanied by a short brass
choir chord. Then, a brief but exciting view of water waves 

cresting over a pier, then washing ashore. This is immediately fol
lowed by a line of people marching steadily and purposefully some
where, then they suddenly are 
whisked off-screen. As this hap
pens, the original bolt of light re
appears but this time is preceded 
by a quick crescendo of brightness 
and sound. The whole sequence 
happens again, but is seen now 
through a clouded lens, creating 
softer edges and movements and 
slightly dimmer light. And all of 

l-
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this happens in the short span of only about fifteen seconds! 

, 

The imagery may not be fam iliar but perhaps the underlying 
gestures are. This somewhat idiosyncratic but definitely whimsi
cal scene could very well be a cinematic interpretation of the fre
netic opening eight measures of Beethoven's Op. 49, #2. 

How many other Classical pieces commence with so many dispar
ate gestures so close to each other, each with its own distinct rhythm 

• tr" ,~';'~t;' 

" 
I tI !. 

:.------.: 
p 

u...u 

and feel? Triplets and eighth notes try to 
mix like so much oil and water, dotted 
rhythms and quarters intertwine. It is no 
wonder that the opening of thi s popular 
and expressive sonata is so formidable 
for many students who encounter it for 
the first time. 
Our two a uthors explore not only this 

extraordinary opening but other sections 
of the movement that challenge our stu

dents to play artistically and accurately. ~ 

by Helen Marlais ... no playing should occur until the rhythm is ingrained in the mind ... 

'7 n order to grasp the true spirit of this sonata movement, 
the rhythm must be played with exuberance and 
accuracy. The student who can do this is better able to attain 

the overall goal of communicating their interpretation to an audi
ence. I'll concentrate on the exposition in order to shed light on 
the entire movement; the beginning eight measures are shown 
above. 

I always have my students start a new piece at the lesson so that 
I know that they will practice correctly at home. Concentrating on 
the first four-bar phrase, I have the student tap the rhythm to feel 
the correlation between the triplets, quarter notes, and eighth notes. 
In the beginning stages when the student is practicing slowly, it is 
beneficial to count this movement in 4/ 4 instead of cut time. I be
lieve that no playing should occur until the rhythm is ingrained in 
the mind, and both hands can rhythmically coordinate themselves. 
The student can easily see that the second phrase (mm. 5-8) is an 
octave higher than the first phrase with a change in the left-hand 
texture. I have the student again tap the rhythm. At this early-ad
vanced performance level, once the student has the rhythm firmly 
under control, hands-together playing can be done immediately. 
For the first week, I assign only the first eigh t bars. A student who 
lea rns a short section perfectly will have the confidence and ability 
to apply the same practice strategy to the rest of the movement. 

We all know that rhythm problems frequently occur around trills 
(mm. 4 and 8). The entire interpretation of the piece can be inter
rupted with a poorly negotiated trill! The ca rdinal rule in learning 
how to play trills is to practice the section without the trill in order 
to establish the rhythm. Have the student practice m. 8 without 
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the trill, counting out loud an eighth-note pulse; the eighth notes 
in the left hand are already supplied for the student so it will be 
relatively easy to feel this pulse. Once this is solidified, have the 
student concentrate on m. 4, still counting a steady eighth-note 
pulse, even though the eighth notes in the left hand are not present. 
After practicing m. 8, m. 4 will be much easier to play' Be sure to 
have the student practice the entire measure which houses the trill 
all the way to the downbeat of the following measure in order to 
fully feel the resolution of the s teady eighth note pulse. Once the 
student has mastered this at a slow solid pace, then the s ixteen th
note termination can be added, making sure that it comes after the 
"and" of beat two. Again, it will be easier to prac tice m. 8 first, and 
then work on m. 4. 

For those students who have trouble feeling a steady inner pulse, 
going from eighth-note sections to triplets and vice versa will be 
challenging (mm. 14-15, and mm. 19-21). 
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So that the studen t feels the bea t with large gestures, try the fo l
lowing practice steps: Have the student walk a quar ter note pulse 
while clapping two measures of eighth note pulses. Then, while 
walking, have the student clap two measures of triplet pulses and 
then two measures of eighth note pulses and v ice versa. This helps 
to ingrain the two d ifferen t rhythm pa tterns (tr iplets and eighth 
notes) along w ith the underlying quarter-note bea t. 

An excellent w ay to learn this appoggiatura is to juxtapose m . 
73 of the Rondo movement from Beethoven's G Minor sonata, Op. 
49, No.1 with m. 36 of this sonata. (See examples below.) 

.:J1! t ~~ #.- ... :~ ,.. !!: F ; ~ .'~ . ~ ~---~ 

The most challenging sections in this movement are the appog
giaturas in the ex tension sections (mm. 36,40,75, 103, and 107). At 
the lesson, have your student tap, count, and then play the secti on 
first w ithout the appoggiatura in order to establish the triplet pulse . 
In contrast to the practice stra tegy used with the trills, the student 
should practice the section with the appoggiatu ra in the first week 
because these appoggiaturas all s tart on the downbeat and are part 
of the melodic line; they are not ornamental. 

"We're looking for a 
few good teachers!" 

Enroll in the most innovative and respected 
Early Childhood Music Education Workshops. 

We offer .. . What we've heard ... 

• The best professional early childhood music educators 
in your field. "What a master!" 

• Daily Demonstration Classes with children. 
"This is the most valuable part!" 

• Stimulating discussions with your peers. 
"It's wonderful to be able to ask questions 

and have them answered on an individual basis." 

• Experienced business advice. "Incredibly helpful" 

• Workshops in over 20 locations. "Outstanding!" 

Teaching Music, Understanding Children. 

)1 ~ 
I ~.-

1-800-216-6864 www.musikgarten.org 
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In the G minor sonata, the left hand supplies 
stead y six teenth notes against the exac t same 
rhythm pa ttern in the G Major sona ta, ma king it 
easie r to p lay and unde rs tand the rh ythm . A 
teacher ca n create an exe rcise for the student along 
this same vein. The stud ent can practice m. 36 with 
a left hand Alberti bass six teenth-note figure, or 
the left hand figure can be reduced to even eighth
note tr ip lets. (This is also in the Rondo, m . 108-
110) Once the student fee ls how the ri ght and left 
hand notes line up together, the measures are 
ready to be played as written. 

~ 
Audio on the Web 

To hea r the segment performed as described, 
listen to a short audio clip on the KEYIlOARD 

COMPAN ION website: www.keyboa rdcompanion.com 

The ear must be the student's guide in making sure 
that the appoggiaturas do not disturb the distri
bution of the principal notes that follow. Accuracy 
must come before speed in order for the ea r, body, 
and mind to fully understand all of the motions 
needed to execute the passage easily . 

Incidentally, not all appoggiaturas in Beethoven's 
sonatas are played starting on the bea t. For ex
ample, in the Pathetique sona ta, Op. 13, mvt 3, the 
appoggiaturas sound better played before the beat, 
because the notes on the beat strongly outline a 
tonic cho rd. 

~ 
Audio on the Web 

To hear this excerpt played in this way, 
listen to the short audio clip on KBC's website. 



In the fourth movement of Op. 2, No.2, m. 28, the appoggiatura 
again is played before the beat, because the sforzando written over 
the m ain note implies its natural impulse to sound on the beat. 

However, in this G major sonata, the appoggiaturas sound best 
played ON the bea t beca use the appoggiatura is part of the triad. 
Other clear examples of an appoggiatura played on the beat, this 
time for dissonance and accent, can be hea rd in Op. 31, No.3, first 
mvt, mm. 18-21 and in the first movement of the Waldstein sonata, 
Op.53. 

~ 
Audio on the Web 

To hea r this excerpt played in this way, 
listen to the short audio clip on KBC's website. 

Since we want our students to be able to take the same basic prin
ciples of rhythm and apply them to any piece they learn, here are a 

few rules of thumb for impeccable rhythm: 

1. Never let a student playa piece without rhythm. It is better to 
have a child play extremely slowly or hands separate for awhile 
with a clear idea of the rhythm, rather than ingraining incorrect 
figural patterns and fluctuating tempi which will be very difficult 
to fix la ter. 

2. Have a student cou nt out loud while practicing sections . This 
process is an invaluable tool. The link between the brain, the ear, 
and the motions of the arm and hand are reinforced by a udible 
counting. 

3. Once the best fingerings have been determined, insist that the 
student use them all of the time. There is no easier way to trip up 
the rhythm than by using fa ulty fingering. 

4. H ave your studen t isolate the rhythm problem spots in the so
nata movement and practice them. Instill the habit of practicing 
these rhythm challenges slowly with focused attention in order to 
feel and lea rn the motions of the body. 

5. Have your students listen to recordings of o ther Beethoven so
natas . Their ears will beg in to hea r how noted pianists execute the 
rhythm, and how the rhythm contributes to the shaping of the 
musical phrases. '" 

Helen Marlais is a pianist and coordinator of piano pedagogy at Grand 
Valley State University in Grand Rapids, Miciligan. She is an active 
performer and clinician and holds a doctoral degree in piano performance 
and pedagogy from Northwestern University. 

by Janet Hickey 171ere are not too many Beethovens ... walking through the studio door. 

1 remember the first time I taught this charming "little" 
Beethoven sonata to a high school transfer student. I intro
duced the first theme, went through several counting rou

tines and sent her on her way, expecting to hear grea t things at her 
next lesson. 

Here's what really happened at the next lesson- in the first mea
sure, the half note was reduced to a quarter. The eighth notes in 
both mm. 3 and 4 were mutated into 16ths. I quickly discovered 
that this little gem is deceptively simple to look at, fairly easy to 
read, but chuck full of rhythmic twists. 

Years later, I am once aga in reminded of the teaching challenges 
of Op. 49, #2. Last week a new eighth-grade transfer s tudent came 
in for her second lesson on this sonata. At her first lesson, we had 
tri ed numerous rhythms, body movements, e tc., to help her work 
out the main theme on her own. When she returned, she played 
the tri ll in m. 4 perfectly but the las t three eighth-notes were played 
as quarters, a long with some other surprises. 

Beethoven's music is loaded with rhythmic intensity. How do 
we as teachers impart to our students that inner sense of pulse, the 
heartbea t that breathes life into a grea t work? (There are not too 
many Beethovens or gifted rhythm make rs walking through the 
studio door). 

Here's a plan fo r my current student in hopes that these steps 
may lead her to higher levels. She may not need this much drill; 
it's too soon to tell. I'll mainl y a im to keep ali ve the shape and 
spirit of the sonata as we do the preparatory work. 

I'll concentrate on a few key areas: 
l.Time Signature 
2. Alterna ti ng between tri p le and duple patterns 
3. Playing the ornaments 
4. The rests 

1. Time Signature of ¢-Alla breve (cul time) 
The typica l student benefits from first trea ting the 2/2 as 4 / 4. I 
have them do s low counting in 4/4-to grasp note values, rhythm 
changes, rests, dotted notes, trills, e tc.-plus be able to use a met
ronome w ithou t dozi ng off between clicks, which can be a prob
lem in cu t-time. Even j = 44 can seem fast a t this stage. We' ll clap, 
tap, and count out loud before ever m aking contact w ith the keys; 
this seems to be the best way to grasp rhythms and ward off future 
problems. Unfortunately. as we all know, a grea t dea l of time needs 
to be spent fixing problems la ter if they are not prevented in the 
first p lace. 

But then as soon as pOSSible, I like to get the feeling of2 ingrained, 
because sometimes students get stuck in 4/4 as if the piece were 
glued together and might fall apart if you move it! Alla breve ca n 
be experienced with arm swings, conducting, a two-step dance, 
si nging-whatever it takes to get the feeling of the meter in their 
bones. I tr ied this wi th my new student and will keep returning to 
it until she feels it in her whole body, not just her fingers. It's a 
great way for students to discover their own rhy thmic sense. 

Deliberate slow counting of "1 an 2 an " and also works for the 

SI'I{IN(; 2000/KEY130Alm Cmll'AN10N 29 



rhythmically as tute student able to bypass the 4/4 routine. It ·is 
also a very good way to make the transition from 4 to 2, once the 
4/4 is secure. 

2. Alternating between Triple and Duple patterns (which is a 
pervasive rhythm characteristic of this sonata). 
Triple to Duple: The measures that begin with a half note (mm. 1, 
5,53, etc.) are related. The half note proclaims the opening of the 
sonata and each main section, and gives the work stability and 
continuity; therefore the half note must receive full value. To help 
do this (and not be tempted into shortchanging it due to the sur
rounding rhythm patterns), count each bea t as a triplet-I a la 2 a 
la 3 ala 4 a la I-crossing over the bar line to beat one of the next 
measure (which is duple) . 

One way to prevent the triplets in m. 1 from corrupting the single 
RH eighth note in m. 3 is to think of the lone RH eighth note as 
being the other half of the LH beats. This works well in subse
quent sections (such as m . 7) in which a single RH eighth follows 
LH eighth notes. 

For the ties in mm. 53 and 56, whisper (or barely say) the "3" in 
the first note of the tripl et on beat 3: 1 a la 2 a la _ a la 4 a la o Add the 
next measure to each of the half note measures. Strongly establish 
the quarter note pulse and go from the triplet to the duple with 
rhythm drills. Play and count 1 a la 2 a la 3 a la 4 ala 1 an 2 an 3 an 
4 an 1. 

Duple to Triple: We switch gea rs in mm. 4-5, 14-15, and many other 
similar places by counting 1 an 2 an 3 an 4 an 1 a la 2 a la 3 a la 4 a 
lao We switch back again in places like mm. 19-20. A strong pulse 
and coun ting routine can help the student to get this. 
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Paul Badura-Skoda 
Jean Barr 

The transi tion between eighths and triplets at mm. 74-75 heralds a 
change in both rhythm and harmony. Highlighting these differ
ences helps students rhythmica lly and in their memorizing. 
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Audio on the Web 

To hear thi s excerpt played in this way, 
listen to the short audio clip on KBC's website. 

3_ Playing the ornaments. 

75 ... 

Now for some fun! Students ei ther freeze when they see these 
lovely little decora tive notes, or they play them as if they were the 
most important notes on the page. It can be quite a task getting 
them to play evenly and gracefully and yet still keep the beat. Make 
sure the feeling of 4/4 meter is firmly estab lished before teaching 
the trills. 

If one chooses to execute the m. 4 trill and its terminati on with 
five notes (sta rting the trill on the written note), count 1 2345 on 
the preceding quarter note w ith RH only. Notice that this same 
trill a t m. 8 has eighth notes in the accompaniment. Here, you may 
choose to break the trill into a (3+2) or (2+3) combination so that 
each eighth note in the LH aligns with a note in the RH. 

For the turn in m. 12, play A-G-F# as a sixteenth-triplet on the 
2nd half of bea t 1 while counting 1 a-a-an 2 an 3 an 4 an . 
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Aud io on t he Web 

To hear this excerpt 
played in this way, 

listen to the short aud io clip 
on KBC's website. 
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The trill at m. 109 is best played as six notes, 
starting with the note above the notated tri ll 
note. If the student counts 1 23456 on beats 
3 and 4, the LH fits right in with two counts 
per eighth note. (You could start the entire 
measure counting 6 per quarter beat). 

All grace-note appoggiaturas, such as those 
at m. 36, are played on the bea t. Even m. 42 
should be played as an accented appoggia-
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tura with two even eighth notes. (Ed . note: Performance practice 
for this era would also suggest the possibility of the notes being 
played unevenly: the first note as two-thirds of a triplet, the last 
note the remaining third. ) 

4. The Rests. 
Rests should have the same length, speed, and intensity as notes, 
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and yet there tend to be many neglected silences in students' play
ing of thi s movement. By changing how students count aloud, they 
can become more sensi tive to the dramatic impact of rests. At m. 
20, the s tudent can alternate between spea king the counts that have 
notes and whispering the counts that have rests : 

1 an 2 an 3 an 4 an 
After this, then have them back up and add the prev ious triplet 
measure. The rests and the fermata in the final two measures of 
the movement need to be projected to give this movement closure. 
I ask stud ents to count the end as shown below: 1 a la 2 a la 3 a la 
4 a la 1 a la 2 a la 3 a la 4 a la hold the rest, AMEN" ... 
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Janet Hickey maintains an independent studio and is a member of the 
piano faCility of North Central College in Naperville, Illinois. She has 
served as Progra m Chai r of the Naperville ISMT A, has led master classes, 
and is active as both a performer and a clinician. She holds a bachelor and 
masters degree in piano performance and pedagogy, and an additional 
masters degree in vocal performance. 

udents count aloud, they can become more sensitive 
o the dramatic impact of rests." 
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From the Inside Out: 

Motivation 
Joyce Cameron, Editor 

Joyce Cameron, NCTM, an independent piano teacher in Ohio, will soon complete a Master's of Arts degree in Experimental-Human 
Factors PsychologJJ and has begun a new job as an analyst of technical information about ergonomics. Her initial work assignments 
have drawn heavily upon her experience in piano teaching and writing, as well as her newly acquired knowledge of ergonomics. 

How Do You Develop Rapport With ~ 

Joyce Cameron 

;e apport is widely recognized as an 
important component of success
ful teaching (e.g., O'Connor, 1987; 

Schmitt, 1976). In the context of this article, 
the term "rapport" directs attention to the 
quality of the teacher-learner relationship, and 
to the importance of this relationship in the 
process of teaching. In the words of Schmitt 
(1976, p. I), "Rapport is a delicate balance of 
two persons dancing to one beat." That is, the 
teacher and the learner are involved in a rela
tionship of mutual respect, of common expec
tations, and of shared goals. 

As usual, the two contributors to this is
sue of KEYBOARD COMPANION pro-

by Suzanne W. Guy 

7 eachers and students develop a 
relationship over time, not 
overnight. They usually begin 

that connection under less than ideal con
ditions-total strangers in an unfamiliar 
setting (for the students). Transfer students 
are then asked to play an instrument 
they've never seen or heard before and 
probably answer some questions that re
quire cognitive thought (not reflex re
sponse). No wonder they feel put on the 
spot. New students have no idea about 
what they're signing up for as a beginning 
pianist. 

Over the years, I've stayed awake nights 
dreaming up a workplace that invites stu
dents into a world of sensory stimulation. 
Thus, the initial rapport begins wordlessly 
and immediately. When a students walks 
through the double doors and up the stairs 
into my studio, there are two ceramic 
plaques at eye level. One says, "The sky's 
the limit" and shows a ladder reaching up 
to the moon; the other is a big, burly cat 
with wings on which sit birds and mice. It 
says, "dream on." The tour into Musicland 
leads directly to a door-size poster that an
nounces, "Music transforms you" as notes 
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vide very different insights into how they 
work to develop rapport with their stu
dents. Suzanne Guy describes how her ef
forts to establish and build rapport begin 
the moment a student begins to climb the 
stairs to her studio and how she uses an 
"Imagination Celebration" questionnaire to 
assist her in gathering information that she 
can then use in developing rapport. Susan 
Bruckner focuses on the importance of lan
guage, and of body language, in establish
ing rapport. Interestingly, these two contri
butions reflect two essential skills for build
ing rapport: (1) listening and (2) noticing 
non-verbal behaviors and responding ap
propriately (Schmi tt, 1976). 

As you read these two contributions, con
sider using the ideas of these contributors 

as a stimulus for reviewing how you listen 
to your students . Do you listen to their 
words? Their ideas? Their likes and dis
likes? Their concerns? The notes they play? 
The music they make? Do you ask them 
questions to which you expect a written re
sponse? And, how do you use this informa
tion to aid you in building rapport? Then, 
observe your own abilities to notice both 
non-verbal behaviors s uch as posture, 
breathing, facial expression, and gestures, 
and verbal behaviors such as speech pat
terns and tempo. And, again, how do you 
use this information consciously to build 
rapport and to enhance your teachi ng? The 
ideas expressed by these two respected 
teachers may give you insights into new 
possibilities and new opportunities. & 

The student is the star, whatever the setting. 

morph into butterflies. There are photo
graphs everywhere of present and past stu
dents, group and individual poses along
side posters, postcards, and pictures of fa
mous composers. After all, every notewor
thy musician begins with the first lesson, 
and everyone eventually studies with the 
same teacher-the score at hand. I want 
students to know immediately we're all in 
this together, if possible, for a long time. 

By the time the student has climbed the 
stairs (the equivalent of the closed curtain 
opening to revea l scenery and sets on 
stage), a quick scan of the music studio 
reveals toys; plush animals; books about 
music, art, and dance; children's picture 
books, scrapbooks, and two shiny black 
grand pianos. I think of my music room as 
a stage for theater, a canvas for ar t, a plat
form for poetry, and a studio for dance. 
The student is the star, whatever the set
ting. 

Of course, if I articulated all my visions 
and dreams for each student upon that ini
tial meeting, they would be overwhelmed 
and would run away. "From this day for
ward," I tell everyone, "I will gradually be
come less necessary in your musical life." 

To es tablish rapport more naturally, I 
hand the student an "Imagination Celebra
tion" sheet with 30 questions to answer at 
the conclusion of a 30-40 minute audition/ 
interview. None of the questions mentions 
music, piano, or practice. Yet, the answers 
have everything to do with music, piano, 
and practice. Most students answer briefly, 
but a few offer details, and many responses 
are surprising! 

The portion of Imagination Celebration 
shown here includes the initial instructions 
and about a third of the 30 questions . Here 
are some of the more outrageous answers. 
To the question about animal preferences, 
I had a student add, "wolf" in the blank 
following" other." 

The most interesting answer I ever re
ceived for the question about one "magi
cal day" was, " I would turn our house into 
an aquariu m. My brother and I would 
swim to sleep when it got dark. We could 
float to school." Every question that could 
be stretched to include marine life was an
swered accordingly! 

From another interesting student, I re
ceived responses that followed a theme. 
Question after question related to baseball 
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with the climax in the ques tion "I want to 
be Mike Piazza (catcher for the New York 
Yankees) when I grow up." The ever-hope
ful piano teacher is always looking for stu
dents who dream of being pianists, but 
Margaret answered "a major league base
ball pitcher." 

I remember spending hours thinking up 
questions and scenarios that would draw 
out even the most reluctant student. I have 
an accordion file that protects and stores 
the answer sheets from many precious stu
dents. They are all alphabetized and handy 
for reference. I have found so many moti
vational tools to use from the s tudent 's 
own words to help me in selecting reper
toire and in coming up with pertinent im
ages fo r just the right interpretation of a 
descriptive piece. I have also fo und ways 
to allay performance anxiety and simply 
to be in closer touch with every student 
according to hi s or her secret wishes and 
special needs . ... 

Suzanne Guy is an old piano teacher and a 
new author. A regular eLA VIER columnist, 
she has authored or co-au thored four books, 
most recently The Music Box, a children's 
book about the invention of the piano. She has 
also inspired teachers wi th pedagogy lectures 
and master classes throughout the country 
and overseas. 

by Susan Bruckner 

~ ackstage, just moments before a 
concert, the drummer Ringo Starr 
was more excited than usual. A 

new rock and roll group, who ca ll ed them
selves the Beatles, had invited him to sit in 
as their drummer for a concert. Their former 
drumme r, Peter Best, had quit and they 
were sea rching for a rep lacement. The hall 
was packed to capacity. The Beatles decided 
to showcase Ringo by sending him onstage 
alone to do a solo ahead of the group . As he 
w alked onstage, the surprised audience 
began to boo and hiss. They began to chant, 
"We want Peter; we want Peter" over and 
over. 

Most performers would consid er thi s 
their worst nightmare come true. What 
Ringo did in this true story is nothing less 
than brilliant. He gave up his planned solo, 
and instead began to imitate the crowd's 
angry "We want Peter" rhythm on the bass 
drum. Slowly the audience began to clap 
and stomp their feet to the rhythm, giving 
up their verbal abuse. He then took this 
rhythm and turned it into a grand improvi
sation, winning the overwhelming approval 
of the audience. By the time he was done 
the crowd was cheering him on with thun
derous applause and the rest is, of course, 
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IMAGINATION CELEBRATION 
The Magic of Music Studio 

Suzanne W. Guy 

Student's Name Date 
Getting to know you- that's what I'd like to do. It will help me, and it should be fun 

for you, to answer the following questions. Read all the way through, think for a day or 
two, and then come back to answer them at one sitting. Hand in at your first lesson. 

Suggestion: Sit in a comfortable chair by a window, preferably on a sunny day. Have a 
nice cool glass of water nearby to drink and to notice its clarity. Write away and enjoy con-
necting your thoughts as you string words together. 

When I have free time 1 like to: 

lam a dog- cat- other- lover. 

Suppose you could go anywhere, be anyone, do anything on one magical day. Describe 
such a scene in a short paragraph: 

If you had a magic wand, what would your favo rite teacher be like 

I like to read mysteries non-fiction self-help stuff 
poetry heavy, educa tional books 1 really do not like to read ___ 

My most boring class at school is 

A reward I like to get is 

1 want to be when I grow up. 

My hero is . (male or female) 

© Suzanne Guy. Used by permission. 

Breathing is the highest indicator of when it is or isn't OK to move on ... 

history. 

We can learn much from this worst case 
scenario about rapport strategies. Ringo's 
ability to go with the energy of the angry 
crowd, ra ther than fight or hide from it, re
minds me of an Aikido master The master 
receives the energy of his attacker by lead
ing it on its continuing path, meanwhile get
ting out of the way. Ringo's ability to tune 
in strictly to the pure rhythm of the chant, 
and to use its energy, became the difference 
between victory and defeat for him. 

In the classroom and studio, teachers use 
similar rapport strategies all the time. When 
faced with obvious "mismatching" of per
sona lities, or nega tive attitudes, how do we 
win students over to a productive working 
relationship? 

The discipline of Neuro-linguistic pro
gramming, or NLP, offers what I consider 
to be the nuts and bolts of rapport ski lls. I 
have studied for many yea rs to be conscious 
of w hat we do well as teachers when build
ing rap port with others. I h igh light the 
word "conscious" because mos t teachers 
wouldn't stay in the profession if they 
didn' t already have a high degree of innate 
communication skills . The big pedagogical 

distinction comes when we use the word 
"conscious." Surprisingly few good com
municators can tell you just what it is they 
are doing that is working so well most days. 
Then, on an "off" day, they are left without 
a strategy to remedy a difficult sit uation. A 
li st of what constitutes an "off day" might 
include Fridays, the day or week before 
holid ays, the firs t snow or rainfall of the 
season, an overtired, hungry, or emotion
ally upset student, etc. 

Specific rapport-building rules of thumb 
in NLP are to: 

Mirror roughly 50% of physiology. 1 

Mirror roughly 75% of facial expressions. 
Mirror voice pattern 100% (envelope, speed, 
and cadence). 
Mirror sensory language patterns 100% (vi
sual-auditory-kinesthetic). 2 
Notice breathing as the strongest indicator 
of resourceful state . 

I recently taught a pedagogy course at the 
Stanford Suzuki String Teachers Work
shop. As I went over the mirroring tech
niques above, a teacher asked the question, 
"Doesn' t the student see right through it 
when you mirror them like this?" My reply 



was to tilt my head at the exact angle she 
tilted hers, hold m y hands in the same po
sition as hers, furrow m y brow like hers, 
and answer with my voice at the same pitch, 
speed, and cadence she used , and say, "My 
experience has shown that a student virtu
ally never sees any reason to suspect any 
sneaky behavior on my part. " Note that I 
a lso match ed h er v isua l sensory w ord 
choices by using two visual words myself: 
"shown" and "sees." I purposely mirrored 
her 100% on every p ara meter just to see 
what the group's reaction would be. No one 
even suspected that I was modeling the very 
patterns I w as talking about with her! I ac
tually had to stop and point out to the group 
that I w as intentionally mirroring her 100% 
on all counts l 

In addition, Ringo's story offers four key 
elements fo r rapport to take pl ace . They 
were his flexibility, quick perception, abil
ity to pace with the audience, and ultimately 
lead them away from their behavior. The 
firs t two, flexibility and perception, work 
in tandem. One's sensory acuity, or accu
rate reading of a si tuation, often causes the 
original plan to be changed. Borrowing 
fr om the world of corporate trainers in 
nea rby Silicon Va lley, I have o ften hea rd it 
sa id tha t " the person with the most flex ibil 
ity w ill have the most infl uence." Teachers 
ca n have an agenda about w hat a s tudent 
needs to be doing next developmentally and 
musica lly . Yet knowing "w hat" d oesn' t al
ways help if we don ' t consider "how" to 
bes t achieve results. 

For example, I was working with a teen
age s tudent who needed to d o some work 
on vo icing wi thin the hand . I had p lanned 
on starting ri ght out with some exercises 
to help her tackl e thi s challenge. She ca me 
to her lesson with much less enthusiasm 
than usual. I had to make a quick judgment 
about the efficacy of s ti cking to my plan . 
Instead, I acknowledged her obvio us mood 
(pacing) and asked, "Are you overwhelmed 
with school work la tely, or hav ing a bad 
d ay tod ay?" Th e o ld a d age, "Stud ents 
don ' t care what you know until they know 
that you ca re" holds true for a ll ages, fro m 
pre-schoolers th rough adults . So with the 
reply tha t she was hav ing a bad day, J be
gan instead wi th a skill I knew she enjoyed , 
sightpl aying a d uet. Mea nw hile, I kept m y 
eye out for an exa mple of vo icing within 
the hand in the d uet that I cou ld segue into 
after rap port was gained (lead ing). 

"Pacing and leadi ng" is a pedagogica l 
term I use to describe thi s process of achiev
ing ra pport and then carefull y leading away 
towards ei ther a skill or a lea rning s ty le that 
is less preferred. As Ma rk Twain once said, 
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"Habit is habit, and not to be flung out the 
w indow by any man but coaxed downstairs 
a s tep at a time." 

The whole point o f rapport, pedagogi
ca ll y speaking, is to expedite the process of 
ge tting to the place where the s tudent 
w ould not think of going on h is or her own. 
For example, a student who is h ighly visual, 
m ay no t w a nt to pl ay b y ea r or from 
memory. Yet these skills are precisely the 
ones that will bui ld musicianshi p and open 
new doors neurologica ll y fo r that student. 
By firs t establish ing rapport thro ugh the 
student's visual preference, a ski lled teacher 
w ill find a way to lead the student tow ards 
the less preferred auditory strategies. Visual 
image ry and metaphors as well as visua l 
sensory-based language such as "see," "pic_ 
ture," and "imagine" all help this student 
feel a greater sense of rapport. 

Brea thing is the highest ind ica tor of when 
it is or isn' t OK to move on from pacing to 
leading. When a student is brea thing deeply 
and comfortably thi s indica tes the state of 
resourcefulness necessary to move on . It's 
helpful to mix sensory language in a sen
tence when transitioning. For exa mp le, "I 
ca n picture the soldiers marching in their 
uniforms and now I wonder if yo u can also 
listen for the sound of their boo ts clicking 
preCisely against the pavement?" (vis ual to 
auditory). 

All of thi s is trul y less technica l than it 
may sound . Jus t as musicians play exercises 
to build a fl owing techn ique, so too must 
teachers bui ld a repertoire of rapport skill s 
to do our very bes t job in eve ry s ituation. 
Bring ing these skills to the conscious level 
insures even the most gi fted communica
tor a much higher degree of rapport and 
infl uence. A 
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Editor's Note: 

I In this contex t the term " mirror" mea ns to 
"match" specific aspects of an indiv id ual' s 
verbal and non-verbal behav ior (based on 
O'Connor, 1987). 2 In an ea rlier issue of 
KEYBOARD COMPANION, two contribu
tors introduced the idea of the th ree sen
sory modalities (visual, auditory, and kines
theti c) in the Motivat ion Depar tment of 
Spring, 1992. 

As Mark Twain once said, "Habit is habit, and not to be flung out 
the window by any man but coaxed downstairs a step at a time." 

Susan Bruckner is a pianist on the fac ulty of 
Cabrillo College in Aptos, California. She gives 
freql tent workshops on learn ing styles, rapport 
skills, and non-verbal communication sti lls in 
the studio and class room. She is all thor of the 
book, The Whole Musician: A Multi-Sensory 
Guide to Practice, Perfo rma nce and Peda
gogy. 
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It's Never Too Late: 

Adult Piano Study 
Brenda Dillon, Editor 

Brenda Dillon continues to hangout on that bridge between music industry and academia. Currently educational consultantfor Roland Corporation 
U. S., this bridge led her previously into the music educator world on behaifofCoda Music TechnologJj, the piano world on behaifofthe National Piano 
Foundation, and the materials development world as a consultant to various companies. She enjoys the diversittJ of this bridge and hopes to never fall off it. 

What Are Your Best Success Stories About Adult Stu 

by Brenda Dillon 

tJ ur four writers who address this 
question confirm what I have long 
suspected about those of us who 

teach adult students. We get as much or 
more from the experience as our students. 
There is such an irony here; the ad ult piano 
student population consistently expresses 
their gratitude to us, and yet, we are even 
more grateful that we are getting to partici
pate in this learning process with them. 

Not only are we getting to partner with 
someone through the music-making expe-

by Betty aka 

1 will always remember Martin, who 
enrolled in my community college 
class in his late thirties. Martin 

started piano lessons at ground zero, along 
with twenty-four other aspiring students in 
the class. Some students had prior piano ex
perience as children, but professed to have 
forgotten everything. Yet their fingers had 
not forgotten, and in a short time these stu
dents far outpaced the ones who really had 
no background. 

Martin did his best although he told me, 
"No matter how much time I spend prac
ticing, I feel as if I am always behind the 
class. As someone who has always done 
well in classes, it is a challenge not to feel 
disheartened by my slow progress in the 
face of other people's seemingly easy suc
cess." I tri ed to encourage him, and one day 
I asked him why he had decided to learn to 
play. "I don't want to come to the end of 
my life and regret that I never lea rned to 
play. I watched my father die of melanoma, 
and one of the last things he said to me was 
that he regretted never having lea rned to 
pl ay the piano- tickling the ivories he 
called it." 

With his persis tence, playing beca me a 
permanent part of Martin's life and he made 
slow improvement. After just over a year 
of lessons Martin was diagnosed with can
cer. Two surgeries and aggressive chemo
therapy left him too weak even to s it at the 
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rience, we are also getting to know people 
like Betty Oka's s tudent, Martin, who sur
vived cancer, and throughout his ordeal 
held on to his dream to someday be well 
enough to play the piano. Or about Nicole 
Tobin-Donnelly's student, Carol, an Aus
tralian mom who desired to take s tringent 
exams in piano and music theory, while 
working part-time and raising two chil
dren. Not only did she pass them with hon
ors, she is now confident enough to jam 
with her husband, an experienced guitar
ist. 

Sandra Stewart writes about en elderly 

student of hers whose wife had died and 
who was looking for something to help fill 
the empty hours at home. In spite of his crip
pling arthritis, he was pleased that he now 
shared a common interest of his late wife. 
Lisa McGowan writes that success may 
sometimes seem sma ll, but it is hard earned. 
Her student, Shirl ey, a school sec retary, 
found success in acquiring the skill to play 
a favori te hymn as an offertory at her 
church. 

If you are not teaching adults, I hope you 
wi II consider doing so. As these teachers have 
found, it's ultimately a gift to yourself. ... 

I want to develop a hobby that I can enjoy into retirement. 

piano. He experienced numbness in his fin
gers and toes and permanent tinnitus . Nev
ertheless, he held on to his dream to some
day be well enough to play the piano. 

Martin's cancer treatment was successful, 
and he soon came back to the piano class. 
Feeling that he had to begin again rather 
than continue with his previous class, he 
convinced the school counselor to permit 
him to re-take the classes. 

Martin's second interruption was after he 
had progressed to the fifth semester and he 
floundered in the recital (which served as 
the final exa m). He felt so badly that he 
closed his piano and could not even look at 
it for a year. One year became four as other 
priorities supplanted the time needed for 
the piano. Eventuall y, his love for the pi
ano got the better of him, and he began to 
feel as though the piano was a friend. 

Once again, he returned to the co ll ege and 
took a step back to repeat an individual class 
before moving into his previous ensemble 
class. Performance anxiety was a huge prob
lem for Martin. He said, "You te ll us never 
to s top playing in the middle of a piece, but 
there is little to compare to the helplessness 
of sitting at the piano bench in total confu
sion, trying to catch up with my partner af
ter I lose my place or my fingers freeze up. 
At that moment, the notes and keys that I 
know so well become strangers." 

After reading several books such as, The 

Inner Game of Music and Soprano on Her Head, 
Martin learned that he was not alone in this 
anxiety. However, the most helpful thing 
in this regard was seeing another adult en
semble student perform badly in her recital. 
She sulked back to her chair very despon
dently. Martin said, "I felt sympathy for her, 
but at the same time thought so what? I knew 
that she had tried her best. I reminded my
self that if 1 can dismiss a poor performance 
by another student then I ought to be able 
to do the same for myself." 

Having been through life threatening can
cer, Martin realized that no one has liter
ally died from a bad piano performance. 
Little by littl e, he has reduced his s tage 
fright by si tt ing in the front row and trying 
to remain unaware of the audience until af
ter his performance. He has also practiced 
with a tape of his partner's piece as recorded 
by the teacher and tried an accelerated 
tempo when practi cing at home. 

Martin recently sa id to me, "It means a lot 
for me to learn to play the piano. This is an 
important p e rso nal goal, both for my 
present and also for my future. Always hav
ing focused on ca reer, I want to develop a 
hobby that I can enjoy into retirement. I am 
working just as hard on learning piano as I 
am preparing fin ancia lly for eventual retire
men t. I also enjoy the pleasure that my wife 
seems to get when I learn a piece, especially 
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one that she knows. Now I am learning Give up her tap shoes." ... 
My Regards to Broadway for this semester's 
ensemble recital, and she is read y to lace Betty Oka is Chair of Keyboard Studies at Pasa-

dena Comm unity College, Pasadena, Califor
nia, and specia lizes in group piano instnlc
tion. 

by Nicole Tobin-Donnelly ... the only thing she could remember ... was the ruler rapping her knuckles. 

'7 n February, 1997, I had only my sec
ond adult student commence with 
me. I was quite tentative since my 

first adult had quit after a few lessons, cit
ing her children's commitments as the rea
son, but I had always believed after the first 
lesson she wouldn't stick at it, as she hadn 't 
practiced regularly at a ll (and as we all 
know, you can certainly tell!) . 

So when Carol started with me, I used 
Alfred's Adult All-In-One course again, as I 
had spent nearly two hours in my loca l 
music store looking at various methods be
fore taking on the first adult student. Rep
ertoire is of the utmost importance-they 
want to quickly play something they know, 
and that other people know. 

Carol had studied piano from the nuns 
at her local Ca tholic school for six months 
or so as a child, and the only thing she could 
remember from that experience was the 
ruler rapping her knuckles . She came to me 
after her children started school and she 
really wanted to learn, so that when she had 
them commence lessons, she would be able 
to help them. (Very noble indeed-isn't it 
a shame all parents aren't this dedicated?) 

By mid-May she had almost finished the 
first book, and asked, very casually at her 
lesson, "Do you think I would be able to sit 
a Grade One piano exam at the end of the 

year?" After I almost had a heart attack (as 
no one h ad ever progressed quite that 
quickly before), I told her 1'd like her to start 
attempting a Grade One theory book first. 
The next lesson, she forgot her theory book, 
w hich led me to believe she hadn' t done 
any. Isn' t that what many child ren do w hen 
they haven't completed the work you have 
assigned them? Shame on me for being so 
uncharitable, because she came to the very 
next lesson with her theory book entirely 
completed. So I gave her a copy of a past 
exam paper and she made a score of 95% 
Not bad at all. 

After that, we started discussing the vari
ous examination boards in Australia. She 
didn't want to do classical exams, not yet 
anyway. So we settled on ANZCA (Austra
lian and New Zealand Cul tural Arts) as they 
had both a modern and a classical syll ab us. 
This syllabus, at the Grade One level, allows 
pieces suc h as Morning Has Broken, 
Greensleeves, Scarborough Fair, etc., from John 
Brimhall's All Gold for Easy Pial1o, Scoobie Du 
Wup from Australia's Kerin Bailey's jazzin' 
Arollnd series, and Sneaky Business and just 
Struttin' Along from Martha Mier's jazz, 
Rags and Blues series. 

So on September 18,1997, Carol sat Grade 
I piano and achieved Honors res ult. She sa t 
Grade 2 theory of music in October of 1997, 

}l C ould you use some help O''J(J lli/ill~ lIIusic l,i"01',/' 
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and achieved Honors result for that exam 
also. In May of 1998, within days of each 
other, she sa t Grade 2 piano and Grade 3 
theory of music (i ncluding basic harmony 
and melody writing) achiev ing Honors for 
her practical and a credit for her theory. In 
October of 1998, she sat Grade 3 piano and 
achieved 86%- just scraping into Honors. 

This year, she is sitting Grade 4 piano. She 
is finally doing some classica l pieces and Fiir 
Elise is her free choice. Her other pieces are 
Kerin Bailey's Latin Break and RiffRaffRock, 
as well as Martha Mier's Red Rose Rendez
vous. Fiir Elise is the only piece without syn
copation! Getting the sca les up to speed in 
semiquavers is the only place she is strug
gling. She does daily Hanon exercises with
out prompting and does daily sightplaying. 
She intends to sit Grade 4 theory of music 
in October, 1999, which includes figured 
bass, the writing of melodic minor scales, 
two-part melody writing, modulation, and 
a general knowledge of the form, time and 
character of the dances of the 18th century 
keyboard suites. No easy task in less than 
three years-especia lly working par t-time, 
and raising two very polite and we ll-be
haved ch ildren! 

Although the progress has now slowed, 
she is still full of enthusiasm every week. 
She is confident enough to jam with her 
husband, who is an experienced guitarist. 
She is playing repertoire she enjoys, some 
of it recognizable by visitors to her home, 
which is so important to the adult student. 

Her children are getting ready to si t 
Grade 2 theory of music, and she gives them 
a weekly half-hour theory lesson at home. 
As I didn' t have vacancies when she wanted 
them to start, they study piano with another 
colleague of mine in the Cairns and District 
Music Teacher's Association. 

One day Carol will no doubt tell me she 
doesn't need lessons any more. This wi ll be 
one of the saddest days of my life, but at 
the same time, one of the most profession
ally fulfilling. She has the abili ty to do her 
own diploma, even though I don' t think she 
considers it an option at this time. 

I believe adult s tudents can be some of the 
most rewarding students you teach . They 
will stimulate you both intellectually and 
crea tively, if you approach them in the right 
way and make their lessons enormous fun 
for both of you. You will certa inly ga in a 
new friend along the way. I on ly have one 
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other adult student now, and he is progress
ing quite well too, except he thinks he is the 
only adult to have a problem with a stiff 
4th finger! .to 

by Sandra Stewart 

1 have been fortunate to work with 
many adult students during my 
teaching career, both at my home 

studio and at adult programs offered 
through colleges and music stores. I'm sure 
that we all feel fortunate to have worked 
with many wonderful students, but I look at 
my adult students as a special breed, one that 
is self-motivated and eager to learn. How
ever, as I pondered my choices of individual 
examples to discuss, I realized that it is im
portant to first define the word success as· it 
is used in this context. 

After soul-searching, I came to the con
clusion that it is absolutely true that I mea
sure the success of adults quite differently 
than younger students or college music ma
jors. My stories of success with adults do 
not evolve around competitions won or rat
ings earned at other festivals, but rather the 
personal goals and satisfaction that each 
adult student has gained from learning to 
make music at the piano. The reward of 
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Nicole Tobin-Donnelly is President of the Cairns 
and District Branch, Music Teachers Association 
of Queensland, Australia. She studied piano from 
the age of six and did a Commerce degree at James 

Cook University in Townsville. She is now mid
way through a Bachelor of Arts degree, majoring 
in music pedagogy and politics. She has 25 pri
vate students and 30 Kindermusik students. 

... I look at my adult students as a special breed ... 

teaching these students, beginners or ad
vanced, are part of my success. 

Early in my career, I taught piano in a mu
sic store several evenings a week. I still 
remember one of my very first adult stu
dents, an elderly gentleman who had lost 
his wife and was looking for something to 
help fill the empty hours at home. Al
though he understood basic music reading 
from singing in his church choir, he had 
never played an instrument. After our ini
tial interview, I began with some basic 
knowledge about the keyboard, and then 
asked him to place his hands in a C major 
position. To my horror, his hands and fin
gers were terribly crippled with arthritis. 

At first I questioned the wisdom of con
tinuing with lessons, but when I realized 
how serious he was about this venture, we 
began in earnest. While I would like to brag 
that he achieved a proficiency that was as-

tounding and his arthritis was miracu
lously cured, this was not the case. Playing 
remained a struggle for him, and he was 
never able to get beyond an elementary 
level. The success of this story lies in the 
personal joy and love that he discovered in 
music through the piano and the difference 
it made in his life . He expressed a changed 
outlook, for although he still missed her, he 
now shared a commOn interest with his late 
wife. 

Several years later, I found myself living 
in Norfolk, Virginia, where a lot of Navy 
personnel are located . One of the Navy 
wives I taught had taken lessons during 
high school and had continued to play on 
her own as she traveled the world with her 
career husband. This lady was a nurse by 
profession and had never performed piano 
outside her home. When we began our les
sons, she told me of her secret desire to 
play piano in her church. 
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Her accompanying skills were quite lack
ing, of course, and her knowledge of basic 
chords needed review. She worked tire
lessly on learning how to play from a lead 
sheet with chord symbols until she became 
proficient playing different styles in this 
manner. Sightplaying, transposi tion, and 
improvisation skills were enhanced after 
she enrolled in a music theory class at a lo
cal community college. In addition, she 
worked on stand ard Classical piano litera
ture in our lessons. Today she is the pri
mary pianist at a large church in her area . 
A success story? Yes! 

During my first year at Jacksonville Uni
versity, I had a female student in her mid
thirties who was returning to college to 
earn a Bachelor's degree through the Col
lege of Weekend Studies. While her de-

by Lisa Iwasaki-McGowen my best success stories about 
adults are not really my sto
rie s, nor are they my suc

cesses. These are the success stories of some 
rather remarkable people-my adult stu
dents. It has been a source of g rea t pleasure 
to me to participate in their success, but my 
role in this process has been simply to help, 
to open them up to new possibilities, to use 
whatever expertise I have in the art of mu
sic-making at the piano to help the m 
achieve new levels of success all the time. 

One definition of success I think of with 
ad ult students might seem small, but it is 
hard-earned. On a week-by-week bas is, 
there is the success of a student fin all y ab le 
to nail down the fingerin g of a particu larly 
noodly passage. Or the student who has so 
successfully drilled scale patterns that they 
are played consistently, comfortably, and 
well. The look of surprised elation as Hanon 
patterns are played at speeds never before 
even contemp lated. Both student and 
teacher delight in the ability to apply these 
and other skills to an ever-widening reper
toire wi th ease and advancing levels of 
musicianship. This is the type of success in 
which I am most closely involved, encour
aging as much experimentation and prac
tice as possible both in the lesson and at 
home in the practice room. 

These numerous small steps accumulate 
rapidly, and it is good for both stud ent and 
teacher to look back on the accomplish
ments of any g iven six-to twelve-week pe
riod. I think back to the businessman who 
lea rned to read music, and who now has 
the skills to look at any score, and however 
painstakingly, play through it with a basic 
understanding of how the printed score 
tra nsla tes into sound. There was also the 
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gree program was in business manage
ment, she was ab le to take applied piano as 
an elective. She expressed how sorry she 
was that she had quit lessons as a child 
(ever heard that one before?) and stated 
that her goal was to learn to play 
Beethoven's Fiir Elise. As we began lessons 
working in a first-level adult method book, 
she rented a piano for her home practice. 
To my amazement, she became one of the 
most diligent and fastidious students I had! 
Needless to say, she performed Fiir Elise 
and much more in her three years of study. 
The instrument that sits in her home now is 
a new grand piano. 

Unfortunately, not all adults who study 
piano are able to keep up with the re
quired consistency of lessons and prac
tice . Often the s tress of career and family 

life, plus the lack of uninterrupted time for 
practicing, cause s tudents to drop lessons 
after a short time. However, my adult stu
dents have provided some of the most in
teresting and enjoyable lessons, regardless 
of the level of proficiency. These students 
may not be performing on the concert 
stage, but because of their persona l aspira
tions and accomplishments, I consider 
each of them a g rand success! ... 

Sandra Stewart, NCTM, received her Doctor of 
Musical Arts degree in piano pedagogy from the 
University of South Carolina. She has taught 
piano to students from age six to sixty for over 
twenty-five years. Currently, she is Chair of the 
Vocal Music Department at Douglas Anderson 
School of the Arts in Jacksonville, Florida and 
is an adjunct assistant professor of piano at Jack
sonville University. 

The look of surprised elation as Hanan patterns are played ... 

s tud ent who deligh ted in playing a 
Burgmuller piece from memory, and w ith 
great ease and expression, after struggling 
with coordination for weeks. Sharing the 
st ruggle, offering encouragement, giving 
as many concrete suggestions and tips as I 
can offer up, showing real patience in let
ting students find their way is all I really 
do. It is the student w ho does all the work, 
which is why the student gets all the cred it 
as they develop in technical and musical 
skill. 

The acquisition of skills aside, success in 
music is often measured in performance 

and evaluation. The growth in ability and 
increased confidence needed to sha re one's 
music with others is another aspect of mu
sic-making I have witnessed in a number 
of s tudents . Caroline, a youn g grand
mother, acquired all of the skills necessary 
to prepare for a piano exa m, including 
memorized repertoire, etudes, scales, triads, 
sightplaying, and ear tests. Shirley, a school 
secretary, acquired enough skill to p repare 
(and I mean really prepare) a favorite hymn, 
and then gathered up enough courage to 
play it as the offertory in church. Rick and 
Nancy held an informal reci tal for friends 
and family in Rick's home, complete with 
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"Let's determine that our 
students' memories of this 
year's piano lessons 

are going to be about 

"Our goal is not note 
naming, counting, and 
curved fingers, Our 
goal is music making 
that lasts a lifetime," 

Keyboard Companion 
Magazine, Autumn the excitement of making 

music at the piano." 
KBC. Autumn 1995 

"Let's not settle for ou r cozy, 1990 
insulated position that ~"""II'" 
served the past so well. .. it's the 
future that counts." KBC, 

Winte r 1999 
"Now and then we need 
to become our own pedagogy 
teachers and create sit uations that 
tell us something about 

" ... we recognize that the music industry -

our teaching." 
music publishers, piano and keyboard manufacturers, 
and the many smaller companies and individuals 
who provide all kinds of services and products KBC, Autumn 1999 

fo r piano teachers - is a vital part 
of piano education." KBC, Autumn 1993 

My Own Music History 

f1\u$iG (duG@fon f~drkefffaGe 
1 800-430-3840 

solos, duets, and a poetry reading. Beth, 
George, Nancy, and Rick overcame nerves 
to play for a large audience in an all-adult 
recital. 

As with most performers, overcoming 
anxiety and dealing effectively with day-to
day frustra tion in practice are true examples 
of success, as the desire to make music, the 
drive to achieve a certain standard, and the 
will ingness to share it with others comes 
through . 

This brings me to the fi nal level of suc
cess these students have demonstrated . 

This goes beyond pianistic achievement, 
into the realm of personal development. My 
students have learned a lot about them
selves, about what kind of people they are. 
One has learned, in this new context, as well 
as in others, that he works best under a 
deadline, albeit at the last minute. (1 have 
learned that 1 have to live with this.) An
other has discovered that she can perform 
in public with surprising ease. A few have 
worked to be able to play with other musi
cians in the family- to play duets with a 
son, or to accompany a daughter who stud
ies violin. Sharing music together has en-

www.musicedmarket.com 

hanced special bonds wi th fami ly and 
friends. In so ma ny ways, simply through 
being involved in music, by studying piano 
for whatever reason, these amazing people 
have enriched their own life experience, and 
in letting me be a part of the process, they 
have enriched mine as well. .... 

Lisa Iwasaki-McGowan teaches in Rochester, 
New York, where she is a faculty member of the 
Eastman School of Music, Community Educa
tion Division. Currently a student of Fernando 
Laires, she brings much of what she has learned 
in her own study to her teaching. 
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Putting It All Together: 

Repertoire 
Marvin Blickenstaff, Editor 

Marvin Blickenstaff is on the faculty of Goshen College in Indiana where he teaches piano and lectures in piano pedagogy and literature. This 
past summer he traveledfrom Alaska to France with lecture presentationsfor piano teachers. He is thedirectorofthe Goshen College Workshop 
for Piano Teachers and Students held each June. His most recent publications are editions of Bach, Beethoven, and Grieg (Carl Fischer). 

How Does The Student's Reading Level Influence Your Repertoire Assignments? 

by Marvin Blickenstaff 

7 his question resonates with bias. 
What teacher would not sit up tall 
and, with a slightly lifted chin, an

nounce somewhat pompously "I never 
over-assign repertoire. My students all can 
read their new assignments accurately at a 
slow tempo." 

Would that the world were so! I have 
been as guilty as the next teacher in mis
judging a student's ability to deal with a 
newly assigned piece. The resulting process 
is slow, laborious and even painful for both 
student and teacher. Seldom is the reward 
at the end worth the long journey required 
to reach the goal. 

I'm quite sure that Keith has feelings 
about that. Keith is a nine-year-old I inher
ited last fall. His interview folder had cop
ies of programs in which he had appeared, 
including a recital of student audition win
ners in a small New York City recital hall. 
At our first meeting I asked Keith to play 
for me, and his reluctance was obvious. He 
had brought music books, but could play 
only a few hesitant measures from selected 
pieces. I was struggling to find the connec
tions between Keith's NYC recital experi
ence and his inability to read from his 
books. When I asked him what his all-time 
favorite piano piece might be, he was quick 
to select the Brahms Waltz in A-flat Major. 
He played the first phrase or two. Then he 
stopped and could not proceed. He con
fessed that he had forgotten the rest of the 
piece, but reported that this was the piece 
he had played in New York after having 
won a competition. "How did you learn 
such a difficult composition?" I asked . 
"Well, I really worked very hard because I 
did not have much time to learn it. My 
mother drove me to NYC every day for les
sons until I had the piece learned." My heart 
went out to Keith, who could now only play 
the opening phrase of his (very expensive) 
Brahms Waltz,-only a few measures of his 
all-time favorite piece. 

Keith is a determined, disciplined, hard
working nine-year old with superb paren
tal support. Our curriculum has focused on 
improving his reading skill and finding rep-
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ertoire to match. The pieces are not by 
Brahms, and this elementary repertoire may 
not become Keith's all-time favorite. But it 
is sufficient reward to see the smile spread 
across Keith's face when I announce that he 
has learned a piece perfectly in one week. 
For him, that is a very new experience. 

Bradley is the same age as Keith and also 
has wonderful support at home. He had 
one year of lessons before we met, and d ur
ing that first year of study he focused 
mainly on one Bach Minuet. Last fall when 
our friendship began, Bradley could name 
notes on the grand staff, but was confused 
about their exact location on the keyboard . 
But he is very bright, and the smiles are 
spreading frequently across his face, for he, 
indeed, is finishing several pieces each 
week. In a recent lesson he exclaimed "This 
is fun! Last year I was on the same piece 
[for what seemed to be] all year long'" 

Someone might ask about the difference 
between Bradley and Keith spending an ex
tended period of time on their pieces, and a 
high school student spending most of the 
year on an audition program or contest 
piece. College students certainly devote a 
full year working on their senior recitals. 
There may be some similarities between 
Keith, Bradley and the senior recital which 
we would not readily recognize. For the 
boys, their Brahms and Bach were a learn
ing hurdle similar to the senior recital. The 
technical demands were as challenging to 
them as the Chopin Ballade on a senior re
cital. And for Bradley and Keith the amount 
of material to learn (given their non-ability 
to read) was as overwhelming as if a senior 
were to start next week on an entirely new 
recital. 

The concern for the Bradleys and Keiths 
focuses on the disparity between their read
ing level and the repertoire aSSigned. So 
much was not being learned during the time 
they spent with that one difficult piece. 
Their fundamental keyboard skills (reading, 
theory, etc.) were not being strengthened 
because the level of the material assigned 
was far beyond their comprehension. The 
lack of fundamental musical skills only con
firmed their total dependence on the teacher 
(witness Keith's daily trips to NYC for les-

sons). And-perhaps the most unfortunate 
aspect-they were not enjoying the process. 

Something is not right with this picture. 
It is clear that both Keith and Bradley were 
proud of their end accomplishments. Keith 
was, after all, part of a NYC recital and Bra
dley received special recognition for his 
performance of the Bach Minuet. But those 
rewards are slight in comparison to the 
hours of practice drudgery and the anger 
and frustration necessary to get them to that 
point. Their foundation was flawed, and 
they lacked the skills necessary to help them 
progress to the next level of development. 
One could imagine Bradley and Keith 
perched on the ladder of piano study, one 
or two rungs above the lowest ones, but 
quite immobile. No one has taught them 
how to climb. How frustrating for them to 
be placed on the ladder and stranded, not 
knowing how to progress to the next level. 

The great majority of students in Keith 
and Bradley's situation would have resisted 
suffiCiently to cause the inevitable phone 
call from parent to teacher. "Bradley is 
throwing fits about practice. I can't take the 
tension in our home any more. We're stop
ping piano lessons." Yet another "piano 
drop-out." I am concerned that piano drop
outs now become life-time classical music 
drop-outs. This is a concern not only for our 
profession but for the lives of the students. 
A life without Beethoven-how tragic! Al
though I have no hard research to back the 
claim, my hunch is that many students be
come disenchanted with piano lessons and 
ultimately (within a year or two the statis
tics show) stop their lessons-dropping pi
ano because they cannot read the music as
Signed. Each day's practice is an attempt to 
decipher a notation which they do not un
derstand-a notation which stands between 
them and the music. 

So how do we avoid the "Keith Syn
drome" of spoon-feeding a (too) difficult 
piece to a student whose reading and / or 
technical level exist well below the demands 
of the piece? When we use a course of 
study, the problem is solved to a great ex
tent by the authors who have thought care
fully about the gradual progression of ma
terials. The problem often occurs when we 



venture out on our own and select supple
mentary materials and repertoire for stu
dents who are no longer in method books. 
All of us recognize the non-verbal messages 
from the student when the assignment is 
discouraging. Some of the signals are physi
cal (less animation in voice and face, 
slumped shoulders as the student ap
proaches the piano, etc.) and some are mu
sical (inaccurate playing, little or no 
progress from week to week, etc.) 

Is there a check list which helps us deter
mine the appropriate level for a new as
signment? I believe we are on target with 
a new repertoire assignment: 
1) if the student can playa reasonable por
tion hands together, slowly and accurately, 
in the first week. This suggestion flies in the 
face of those of us who tend to assign hands 
separate practice for a week or two before 
hands together playing. Assigning hands 
separate does not address the goal of learn
ing to read hands together. It also prevents 
the student from experiencing the music 
(harmonic color, melodic shape) from the 
beginning. When I was a college student in 
a piano pedagogy class, the statement "First 
experiences are lasting" seemed too simplis
tic for further thought. How profound and 
how helpful that statement has proved to 
be. That the student experiences the music 
from the very first week must be our goal. 

2) if the student can tap and count the 

The Repertoire Postbox 

rhythms accurately from the beginning. 

3) if the student can work out portions of 
the piece independently. 

4) if it has no more than two new concepts 
(a new rhythm, unfamiliar accidentals, a 
new hand coordination, etc.) 

5) if the student has had sufficient technical 
preparation. That preparation may entail 
experience with the key and basic harmo
nies of the key. It may also mean some pre
paratory encounter with the technical fig
ures in the piece. 

6) if a gratifying tempo and expressivity can 
be reached in a reasonable amount of time. 
Six weeks of hands separate, slow playing 
is not a rewarding musical experience. 

7) if other work can proceed simulta
neously. Bradley and Keith focused in
tensely on one piece for an extended period 
of time: " the whole year" in Bradley's rec
ollection. 

My wife often points out the frequency 
with which children are used in TV com
mercials. Our defenses are lowered when we 
see children advertising a product. Children 
seem so innocent and guileless, so uncom
mercial. In the end, however, the children 
are being exploited for a commercial goal. I 
sometimes wonder if we piano teachers are 

not guilty of exploiting our students for our 
"commercial" goal. Is our goal in assigning 
difficult repertoire the public recognition of 
our pedagogical prowess? Unfortunately, 
when we over-assign, the student's musical 
interest is not being served. A difficult piece 
performed well on a recital or in a contest 
may be the frosting on the cake. We need to 
cut deep inside and see whether or not the 
cake is made of enriched flour and raw sugar. 
Is the student's musical foundation solid, 
and does that foundation support further 
progress and development? 

When Keith and Bradley exclaim with con
fidence "Got it!" after one week of practice 
on a new piece, we both smile in celebration 
of their success. Together we are building a 
foundation which will serve them well in 
their musical future . And signs are already 
appearing that some of the progress does not 
even need to be "together," for their grow
ing skill affords an independence. "To
gether" we are very proud of that musical 
independence and skill. ... 

Marvin Blickenstaff, who has recently relocated 
to Collegeville, Pennsylvania, is well-known 
among piano teachers for his workshops, recit
als, and publications. He has held college teach
ing positions in Kansas, North Carolina, and 
Indiana, and is currently teaching as adjunct 
professor of piano at Lebanon Valley College 
(PA) and The College of New Jersey as well as 
in Princeton, NJ, at the Westminster Conser
vatory and The New School for Music Study. 

They affectionately refer to this as the "grandma speed." 

Jennifer Powell, an independent teacher in Dallas, writes in response to 
the question posed in a recent Repertoire column "How do you check that 
a recital piece is well memorized?" 

The third technique is to review harmonic progressions and pat
terns in a piece. The differences between similar sections of a piece 
need to be reviewed. For example, comparing the exposition and 
the recapitulation in pieces in sonata form help the student to clarify 
confusing spots . 7 here are many ways to reinforce memory. I wish to 

share the memory techniques used most frequently with 
my students. First, having a student play through the en

tire piece hands separately by memory helps enormously. With 
the hand containing the melody, this is usually eaSily done. The 
hand with the accompaniment is more challenging. This activity 
not only helps a student's memory, but increases an awareness of 
subtle patterns, phraSing, secondary themes, and balance in the 
supporting hand. Very small details, such as a forgotten rest, be
come more important when scrutinized in this way. 

Secondly, extreme tempo changes provide another memory ex
ercise. My students practice fast pieces from memory at a very slow 
speed . They affectionately refer to this as the "grandma speed." 
This will often expose any weak places in the student's memory. 
landmarks in the first few pieces, but soon the student wants to 
choose them. Students like to impress me that they can start at any 
point in the piece. This confidence is a wonderful asset. 

My fourth suggestion is to establish "memory landmarks" 
throughout the piece. Depending on the size and difficulty of the 
piece, anywhere from three to twenty landmarks can be practiced. 
If a stumble or memory slip does occur in a performance, the stu
dent is encouraged to proceed forward to the next landmark. (We 
discourage going backward to restart or, even worse, starting over 
at the beginning.) I assign landmarks in the first few pieces, but 
soon the student wants to choose them. Students like to impress 
me that thy can start at any point in the piece. This confidence is a 
wonderful asset. 

While we all know that every student has his or her own indi
vidual strengths and weaknesses when it comes to performing, as 
teachers we can make every effort to prepare them for a strong 
performance and, therefore, a successful experience. Also, practic
ing a slow work at a faster speed encourages a more "global" 
memory .... 

"Students like to impl'ess me that they can start at any point in the piece." 
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Tomorrow Today: 

Technology 
Sandra Bowen, Editor 

Sandra Bowen thinks of her piano studio as a playroom filled with favorite toys she shares with her students. A self-confessed electronic 
junkie, she has been tnjing to hook other teachers through her guidebook to technology, Electrify Your Studio. Tn spite of the foregoing, she 
holds degrees in Music History and Literature from Mills College and has done postgraduate work in music education at Stanford University. 

ow Do You Use Technology In Planning and Executing Your Summer Camps? 

by Sandra Bowen 

S ummer always presents me with 
a challenge: what can I plan that 
will exci te the kids and inspire 

me? As you might expect, technology is of
ten involved. Ten years ago I had an article 
published in Clavier with the scintillating 
title, Summer Music Project. I sti ll use that 
plan every three or four years. 

This crowd-pleaser has each student or
chestrate a piano p iece, sequence the parts 
(record in layers), and record it to a stereo 
tape (next time I do it, it w ill be to CD!) . 
The kids learn about historical style, form, 
instrumental timbres, harmony, and maybe 
a little counterpoint. The great thing about 
this program is its fl ex ibility- it can be 
simple enoug h for a beginner, but the 

by Shana Kirk 

7 his summer at Discover Music 
Learning Center in Littleton, Colo
rado, we decided to attempt our 

very first day-camp program. From the 
outset, ensemble playing w as to be a major 
focus, but w e wanted to create something a 
little more dynamiC than the same old pi
ano duets. Inspired by some technological 
innova tors in our field (namely Joy Carden, 
Susan Ogilvy, Eileen Knox, and Paul 
Sheftel) we pulled together as much digital 
equipment as we could find and launched 
the project. 

Our equipment for the project consisted 
of: 1 Roland MT-200 sequencer, 1 Yamaha 
PSR 520 keyboard , 1 Kawai Heritage 400 
digital keyboard, 1 PC laptop running 
Roland Visual Music Tutor (makes the com
puter into a sequencer), 2 CD players, and 
2 Yamaha YST-M15 portable speakers with 
subwoofer (thump! ). 

In order to get parents enthused and in
volved, we hosted a sort of open house 
where a few students showed off our wares . 
Each studio featured a different electronic 
element of the camp: one had listening sta
tions for music appreciation class, one had 
kids playing ensembles wi th digital accom-
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boundaries are limitless for an advanced 
and adventurous arranger. 

Each student begins with a classica l 
work, but the carrot for many kids is the 
pOSSibili ty of doing a popular piece. I've 
had students do versions of the '50s tune, 
Lollipop (heard in the movie, Stand By Me) , 
the theme from Somewhere Out There, and 
Santana's aye Como Va that fooled profes
sional musicians into thinking they were 
the originals! The student who arra nged 
aye Como Va even printed out parts and 
performed it as a keyboard ensemble with 
hi s friends (a lso my students) at a recent 
Clavinova Festival. 

My project for next summer is quite am
bitious: each student will create a score for 
a short scene from a film. A horror movie 

would be a natural, but action scenes would 
work well, too. The kids will have the same 
op tions that professionals do-they can cre
ate original music, borrow from the classics, 
and add sound effects. I'll let you know how 
it turns out! 

Our writers for this issue have all kinds 
of ideas about how electricity (infiltrating 
computers and keyboards) can be your 
studio's best friend. Shana Kirk from Colo
rado used a very sly marketing tool to drum 
up business for her camp. Ka ti e Evilsizer 
and guest clinician Sharon Kunitz, both of 
New Mexico, slyly procured a venue for 
their camp as well as other services from a 
loca l college. In addition to being innova
tive piano teachers, these women are also 
shrewd businesswomen. Read on ... ... 

... we wanted to create something a little more dynamic ... 

paniments, and one was a hands-on musi
cal discovery station in which everyone (not 
just piano students) tried out playing along 
with MIDI parts and accompaniments (we 
fo und some enticing materials that could be 
easily taught to non-players by rote) . The 
open house, along with some attractive 
mailings, filled the camp to capacity both 
weeks it was offered. 

The camp itself was structured in groups 
of three or four students, arranged by age 
rather than by level. Luckily, many en
semble collections allow for discrepancies 
in playing ability and are easily modified 
to accommodate an exceptionally strong or 
wea k player. We felt that being among 
peers was more important in summer ca mp 
than making sure everyone's skill level 
matched . The actual daily schedule was bro
ken into three one-hour classes- Ensemble, 
Sightplaying and Improvisation, and Mu
sicianship . 

For the ensemble classes we used several 
pieces arranged for keyboard ensemble, as 
well as modifications of duets, all with MIDI 
accompaniments. Since we wanted the stu
dents to be able to see their progress within 
the one-week time frame, we tried to keep 
the ensemble levels just above the students' 

sightplaying abilities, but below their nor
mal level of study . In addition to the obvi
ous benefits of gaining a better sense of 
pu lse and sensitivity to other players, the 
ensembles were especially productive in 
build ing confidence in otherwise timid per
formers . The MIDI disks maximized these 
benefits by allowing for a more organized 
sequence of learn ing. 

First, the class listened to the fu ll, up to 
tempo version of the ensemble, visually fol
lowing along in the score. Then each stu
dent sightplayed his or her part to assess 
problem spots . If there were kinks to be 
worked out, they could have a five-minute 
"practice blitz" in one of the empty studios 
(one of the advantages of a multi-studio 
school) or at a keyboard with headphones. 
With everyone back together, the next step 
was a slow run-through of a few measures 
or the entire piece, depending on difficulty. 
The students had great incentive to focus 
through this step, as the next step allowed 
for integration of the exciting MIDI sounds. 
First, the class played slowly with just the 
rhythm track, then we grad ually stepped up 
the tempo; finally w e add ed the other 
tracks. By muting tracks that doubled the 
students' parts, we were able to create a 



professional-sounding finished product for 
the performance party at the end of the 
week. We used a ton of different materials 
for these classes, but following are some of 
our favorites. 

Elementary Level: 
Party Cat (Hal Leonard Piano Library En

semble Set Levell) is a thumpy rock tune 
with great brass sounds. 

Chinese Lanterns (Festivities by Paul 
Sheftel, published by Carl Fischer) is actu
ally written as a duet, but by dividing the 
treble and bass parts we got a really easy 
four-part ensemble that sounds much more 
difficult than it is. 

Go Tell Aunt Rhodie (Folk Songs From 
Around the World 1B, arranged by Paul 
Sheftel, published by Alfred) is also a duet, 
but by splitting the parts we could even ac
commodate two pre-reading students. Kids 
really love the accompaniment, which is 
sort 0 fbI uegrass p unctua ted by goofy "bells 
and whistles." 

Intermediate Level: 
Boobadooba (Duet Yourselfby Paul Sheftel, 

published by Alfred) is a funky sort of 
groove with an ostinato. This one was re-

by Katie Evilsizer 

1 am a music teacher living in a com
paratively rural area of New Mexico 
where oil and gas production is the 

principal industry and real men (of all 
ages) ride horses, drive pick-up trucks, and 
cheer equally for the Dallas Cowboys and 
Denver Broncos. It is a constant challenge 
to try to ensure that music, art, and drama 
get equal time in the competition for the at
tention of our youth. These children are in
volved daily in school, one or more sports, 
4-H, jobs, church activities, social activities, 
and who-knows-what-else. There's nothing 
wrong with any of these activities-we just 
want to make sure that they are also aware 
of things like playing an instrument, sing
ing and how much pleasure music can give 
them throughout life. 

Borrowing a popular marketing ploy, we 
offered a "buy one, get one free" three day 
Music Camp. Each child who was involved 
in music lessons could invite a friend who 
was not and that child could attend for free. 
We ended up with thirty students, ages 10-

by Sharon Kunitz 

~ atie Evilsizer invited me to be 
the guest clinician at the 
music camp sponsored by the 

Fine Arts Advisory Committee at San Juan 

ally popular with the 12-year-old neo-hip
pies in the group. 

Ice Cream (Duet Yourselfby Paul Sheftel, 
published by Alfred). I think the kids liked 
this one because it sounds a little like video 
game music. Two players play distinctly 
separate parts that are challenging to inte
grate (watch those neurons fire!). 

The sightplaying segment of the program 
benefited greatly from the use of MIDI. 
We got double use out of our ensemble sets 
by making the Elementary ensembles the 
sightplaying materials for the Intermediate 
class. For the Elementary class, we used 
some of the easier pieces from Folk Songs, as 
well as A Tune a Week, also by Sheftel, pub
lished by Carl Fischer. With the accompani
ment spinning in the background, students 
were less concerned with correct notes than 
with keeping up. An informal survey of the 
students' private teachers afterwards 
showed a measurable improvement in the 
elusive skill of "continuous play." 

Most of the improvisation exercises 
were designed for ensemble sans MIDI, 
but we did make good use of Faber and 
Faber's Discover Blues Improvisation (pub
lished by FJH). It has simple, well-se-

quenced exercises for playing in that par
ticular genre-great for the classically fix
ated contingent of the school. Some stu
dents who felt the accompaniments were a 
little square used only the swing drum 
tracks to allow for a little more harmonic 
freedom. Another use of technology in the 
improvisation class was the choice of 
voices on the sequencer as well as on the 
Yamaha keyboard. One duo made quite a 
popular offering by using atmospheric 
sounds with choir oohs and aahs in some
thing they called Winstonesque. The Musi
cianship classes were open to a variety of 
topics such as history and theory and only 
used one rather antiquated form of tech
nology-the CD player. 

We were very excited to have pulled off 
the camp this year and are looking forward 
to expanding the idea next year .... 

Shana Kirk teaches piano at Discover Music 
Learning Center, a multi-status school in 
Littleton, Colorado, as well as in her Denver 
residence. She is a performer and marketing 
consultant for Yamaha Disklavier Pianos, 
freelances as a writer and collaborative player, 
and is a graduate student at the University of 
Denver. 

... "buy one, get one free" three day Music Camp. 

16. Three levels of proficiency were deter
mined and activities were designed accord
ingly. These included a piano master class, 
ensemble performance, composition, music 
history, folk songs, folk dance, ear train
ing-and COMPUTERS! 

Frankly, we worried if computers might 
be considered "old hat" by now since most 
of the kids are more computer literate than 
most of the music teachers. Wrong. We had 
invited Sharon Kunitz of Maestro Music in 
Albuquerque as Guest Clinician, and even 
though the evaluations showed a variety of 
responses to "Circle the three activities you 
enjoyed the most," the computer games (old 
and new) proved to be the overall favorites 
in the Intermediate and Elementary groups. 
As would be expected, the Advanced group 
was more interested in performance skills 
but they also enjoyed some competitive 
rounds of Note of Fortune and were some
what surprised by their initial scores on 
Rhythm Drill. 

Our local San Juan College helped us out 

by providing sponsorship for our camp in 
the form of the use of the Music Department 
teaching and practice rooms (including the 
piano lab), public relations and secretarial 
support. They even produced beautiful cer
tificates for each student! 

I would be glad to furnish other particu
lars to anyone who requests them (800 
Apache, Aztec, New Mexico 87410, 505-334-
6265). Clearly, in this type of situation where 
varying degrees of musical proficiency (in
cluding "none") were represented, the com
puter activities were a lifesaver. Each student 
could plug in-even the little guy who wrote 
in "Lunch Break" as his favorite activity, also 
circled "Computers." 

Sharon will now fill you in on the details .... 

Katie Evilsizer has a private studio in Aztec, 
New Mexico. She is Outreach Chairman for 
The Professional Muisc Teachers of New 
Mexico (PMTNMIMTNA) and is on the Fine 
Arts Committee of San Juan College. She is 
76. 

Friends were permitted to share keyboards and work as teams. 

College in Farmington, New Mexico. The 
three day camp would offer a variety of 
music and dance activities'for students ages 
10-16. The students were divided into three 

groups according to their musical skill lev
els, and the groups rotated daily through 
the 45-minute classes in ensemble, compo
sition, computers, folk dancing, sing-a-
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long, and music history. My responsibili
ties were to teach the keyboard ensemble, 
composition, and computer sessions. With 
the diversity in student skills, it was obvi
ous that there would be opportunity for 
improvisation in the lesson plans! 

Our first concern was the availability of 
technology. The college had a lab of twelve 
keyboards available for the ensemble and 
composition classes. Unfortunately, the col
lege computer lab was committed to an
other group, and we were forced to provide 
our own computers. The local school sys
tem offered two Apple IIe computers and 
one staff member had a Macintosh Performa. 
With the limited number of computers, I 
decided that music games and general mu
sic software would be the best bets given 
the disparity in students' musical knowl
edge. 

The ensemble class quickly filled the key
board lab with strains of Michael, Row the 
Boat Ashore arranged by Robert Vandall and 
published by Myklas Music Press. Most stu
dents already knew the melody and the ar
rangement offered four parts with differing 
degrees of difficulties. Even students with 
minin" ' "r no keyboard knowledge were 
able to learn some parts by rote or from 
other class members. At the final hour of 
camp, a program was presented for family 
and friends, and the performance of this 
ensemble was one of the most popular 
events of the camp. 

the keyboard and notated them on the staff 
or simply wrote letter names, Friends were 
permitted to share keyboards and work as 
teams. 

Experience has revealed that the biggest 
challenge to composition is getting started. 
To insure prompt work in such a limited 
amount of time, I devised a game format to 
prompt students' decisions . Specific param
eters were determined and written out on 
slips of paper. The students wou ld then 
draw from categories of tonali ty, tempo, 
and time signature. For tonality, they would 
draw from C, G, or F major. Tempo choices 
were andante, moderato, or allegro and time 
signatures were either 3/4 or 4 / 4. Within 
fifteen minutes of the opening of the first 
class, the students were writing melodies 
with the determined tonali ty, tempo, and 
time signature. 

Composition classes also used the key
board lab. Some attendees were band and 
orchestra students and not familiar with the 
piano keyboard. Since the composition class 
required some kind of notation, students 
quickly learned the names of the keys on 
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Piano Tuning and Repair Course 
LEARN AT HOME WITH A COMPLETE CORRESPONDENCE 

COURSE IN PIANO TUNING AND REPAIR. 
Approved since 1958 

Train in the privacy of your own home to become a qualified piano 
technician. Diploma granted. Call or write for our free brochure: 

"PIANO TUNING PAYS" 

AMERICAN SCHOOL OF PIANO TUNING 
17070 Telfer Dr. , Dept. 0 , Morgan Hill , CA 95037 

Call Toll Free: 1-800-497-9793 

SummerKeys- Maine Coast Piano Vacation for adults , beginners-advanced 
(also jazz piano, voice, flute, guitar, violin, and cello) June, Ju ly, August. 
Brochure: Bruce Potterton, 80 Ethics Street, Jersey City, NJ 07302 
Telephone: 201-451-2338. 

RECITALS ... RECITALS ... RECITALS. Present the Perfect Piano 
Recital/Musical Party-Christmas, Spring, any Occasion. Special Booklet 
$ 12.95 (Priority Mai li ng Included) Sue's Mu sic Studio , P.O. Box 295, 
Eddyville, KY 42038. 

BASICS OF KEYBOARD THEORY WORKBOOKS. Levels: Preparatory 
to 10. Easy to understand, dri ll s, analysis . 1.1ohnson Music Publishers, 5062 
Siesta Ln ., Yorba Linda, CA 92886. Telephone: 714-961-0257. 
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What an idea! 
Software for the 
independent music teacher 

Bookkeep ing, scheduling, invoices, reports 

for taxes and more plus technical assistance! 

Studio Teacher's Assistant 
Gamut Music, 118 Central Ave Athens, OH 45701 

1-800-380-m8 
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nections 
or music educators 

games jl teaching aids jl gifts 
shop online at www.k2connections.com/music 

801.825.3048 

LEARNING IS HARD ENOUGH. "Somewhere between Dr. Seuss and PC 
for dummies," Edly's books make it easier...and way more fun. Page samples: 
http://www.edly.com, Musical EdVenturesT~ Telephone: 207-967-5433. 

KIDS AND KEYBOARDS TEACHING AIDS. For free catalog of teaching 
aids and how to get an introductory discount packet of flash cards, manuscript 
paper, walk-on keyboard & grand staff, plus an idea booklet, write to: KIDS 
AND KEYBOARDS , II0Adair Avenue, Shelbyvi lle, KY 40065. Telephone: 
502-647-1947 (phone or FAX 24 hours a day). 

"MUSICAL INSPIRATIONS"-Affordable gifts for Students and 
Teachers-Beautiful Musical Thoughts and Quotes-$3.95 each or $3.50 for 
12 or more (includes regular postage!). Sue's Music Studio, P.O. Box 295 , 
Eddyville, KY 42038. 

Adventures(lIJ 
Music 

Send your check or money order lor S29.9S 
plus $4.50 S&H 10 Bonnla's Arpagglos Plus 
2412 W. 4975 S. Roy, UT 84067 or 
caliSonnle aI801 -825-3 048 . 
Christmas sludentkfl S7.95. 
vlsll us on the web al wwwmvplaoel neVbgooies9192 

step-by-step instruction books 
for a 4-day music camp 

two complete plann ing guides 
(Summer & Christmas) 



The limited number of computers re
quired creative lesson plans. Software pro
grams by Maestro Mu sic, Inc., emai l 
SLKunitz@aol.com, were user-friendly. The 
Apple lIes displayed a Note Name Drill for 
two days. Since most students had knowl
edge of treble staff note names, each stu
dent did a practice one-minute drill before 
the contest began. The student identifying 
the largest number of correct notes in the 
one-minute time period was recognized as 
the winner. Another popular program was 
Rhythm Drills in which students input the 
notated rhythm and a percentage score is 
tabulated. The winner was the student with 
the highest number of 100% scores. The 
third day, Music Games was played . Two 
students could play the game, thus enabling 
more students to actively participate. Even 
those not at the computer keyboard would 

crowd around and offer helpful hints! The 
intensity was evident in every computer ac
tivity. 

The Macintosh Performa featured Scales 
and Ear Training-Intervals programs. Also 
available from Maestro Music, Inc., these 
two programs operate from a hybrid CD 
(Mac/Win) and offered challenging drills 
for the group of advanced students. There 
were specific drills for major scales and key 
signatures; major, perfect, and minor inter
vals were tested auditorily. These programs 
were not as much fun as the games, but the 
students recognized the need for improv
ing these skills and dutifully worked on 
them. 

A survey from the students revealed that 
the computers were the favorite camp ac
tivity. The students were not intimidated by 
technology. With the small number of com-

puters available, we had to be flexible with 
the schedule. It was vital that the students 
be kept active, learn something positive, 
and be able to contribute to tomorrow's fine 
arts community. Their eager and enthusi
astic participation confirmed these goals. 
Our job? To develop new ideas for the next 
camp session I ... 

Sharon Lohse Kunitz, the author of Maestro 
Music's software, is also a teacher, composer, 
and adjudicator. She holds a Bachelor of Mu
sic degree in piano pedagogy from the Univer
sity of Colorado, an M . A. in music history 
from the Uni versity of Denver and has addi
tional studies at Augsburg College and the 
University of Washington. She has taught in 
colleges and public schools in several states 
and now teaches in her studio in Albuquer
que. 
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THE BOOK THAT WILL 
LEAD YOU INTO THE 

WORLD OF TECHNOLOGY/ 
What to buy and how to use itl 

Send your check or money order for 
$34.95 + $3.00 S/H 

(Califomia residents please 
add 8.25% sales tax) 

to 
Sandra 80_n Plano Studio 

PO Box 1581 
Lafayette, CA 94549 

Tel/Fax: 925-284-4046 
sandrabowen@home.com 

ORGANIZE YOUR STUDENTS! Keyboard Studies Planner: Practice 
assignment and evaluation notebook. Practice tips, annual planning chart, 
universal scale fingering , three ways to evaluate. Brochure: YB Studios, PO. 
Box 159, Yorba Linda, CA 92885 . Telephone: 714-970-6385. 

~IRCLE OF THE CHORD~ 
MAKES MUSIC FUN TO LEARN 

It's c olor c oded , wi t h easy to read type 
Teaches ; music , m u s ic t heory, 7 most used chords, 
f i lls, pass ing c hords, endings, leadins, comp osing, 
t rans posing, p rimary & secondary chords,chords 
with the same notes ,shortest route through the 
m inor c hords, how t o write a song, build a melody, 
1000s of c hord p rogressions, THE EASY WAY. 
~ AND IT'S ALL ON THE DIAL, WITH NO BOOKS TO READ ~ 
~ 1-888-571-0096 9am-5pm e.s .t . tf/SJ. 
~~ www.ci rc leofthechords.com ~ 

RECREATIONAL PIANO PROGRAM, JULY 20-30, 2000, KROMEZ, 
CZECH REPUBLIC. For adult amateur pianists, a fun, intensive keyboard 
vacation. Twice-daily di scussion group; private lessons; concerts; conducting 
seminars; cultural lectures ; side trips. Team-taught by adult music educators 
Peter Mose (Canada) information from Symphonic Workshops at 416-760-
9319. www.symphonicworkshops.com. 

AS LOW AS 

99( 
EACH 

HUGE SELECTION: 
FINEST QUALITY AWARDS: 

TROPHIES, PLAQUES, MEDALS, & MORE ... 
SERVING THE MUSIC INDUSTRY FOR OVER 20 YEARS 

FREE SAMPLE MEDAL & CATALOG 

CROWNVTROPHY 
800.227.1557 

YOU. WWW.(ROWNTROPHY.(OM • DEPT KEYSPO 

FUN, COLORFUL Computer Theory Games! Concepts logically presented. 
Animation . Sound effects. Macintosh. Windows . Beginning. Intermediate. 
PBl Music Publications, 5062 Siesta Ln., Yorba Linda, CA 92886 . Telephone: 
714-961-0257. www.pbjmusic.com 

- ACCOLADE PRESS 
Excellence in Teaching Materia ls 
NEW! NEW! 

T eachniques 
a manual for teaching 

7J-E BASIC KEYBOARD REPERTOIRE SERIES 

Mary Ann Parker 6303 Homestake PI. 
(301) 464-6969 Bowie, MD 20720 

bbuck@ccco nline.net 

BIG DISCOUNTS-HUGE SELECTION. Motivational aids, boutique 
items, piano methods, supplemental materials. Get on our mailing list for the 
catalog, newsletter and seasonal promotions! RILLA'S SCORES & NOTES, 
110Adair Avenue, Shelbyville, KY 40065. Telephone: 502-647-1947 (phone 
or FAX 24 hours a day) . 
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The Technology PostBox ... software program ... to create statements for billing ... 

V ear Sandra, I always read your 
column with a great deal of 
interest. Can you te ll me if there 

is a softw are p rogram for Macintosh tha t I 
could use to create statements for billing 
purposes? Currently I d o this by hand and 
would like to keep records on the computer. 
Sincerely, Janet van Houten, Sheridan, WY 

Dear Janet, I've checked around and have 
not been able to find a billing program for 
independent music teachers written for 
the Macintosh. There are two excell ent 
Windows programs addressing this need 
for PCs: Studio Teacher's Assistant (Gamut 
Music, 800-380-7338), and Time Signature 
(Casa de la Musica, Inc., 612-851-8872, 

www.casamusica.com). Macintosh owners 
are probably best served with a genera l ac
counting program such as QuickBooks or 
Quicken Home & Business, both from Intuit 
(, eck out your local Price Club, Costco, or 
s,.nilar store) . I know several teachers who 
use these p rogra ms for billing an d record 
keep ing for their s tudios. Sandi .. 

KEYBOARD COMPANION TECH TIPS 

;e eaders often write asking about 
notation programs. There are sev
eral new high end products you 

m ight want t o check o ut : Finale 2000 
(www.codamusic.com). Mac / Win, free 
d emo; Opus (www. si ncrosoft.com ). 
Mac/ Win, free demo; and Sibelius 
(www.sibelius.com). Mac / Win, free demo. 

Both Finale and Opus have little brothers tha t 
won't require the pink slip on your car
Coda Music produces Print Music and 
Sincrosoft offers Amadeus. Both are excellent 
entry-level programs (a nd, for most of us, 
the only notation p rograms we' ll ever need). 

ally get better prices elsewhere. Here are 
some of my favorite places to shop for soft
ware: Burt & Company Discount Music 
Supply (www.burtnco.com). Computers & 
Music (www .computersandmusic.com). 
Kellys Music & Computers (www.kellysmu 
sic.mb .ca/), and Lentine's (www. lentine. 
com) . Happy shopping! .. 

While you can get p rod uct information 
a t the manufacturer's web si te, you can usu-
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June 9, 1930 - December 31 , 1999 

This was an important man, a man who made a difference -

a man who through his publications, his lectures, his 

Pedagogy Conferences and his Keyboard Companion 

magazine affected tens of thousands of piano teachers, and 

through them, hundreds of thousands of piano students. 

To Richard, perfection was expected; mistakes were 

unacceptable. He lived his professional life that way and 

through his passion, his energy and his leadership, raised 

the level of teaching music to a higher level than it was 

before he became involved. 

He will always be remembered as a man who cared so much 

about pedagogy, as a man who made a giant contribution to 

our industry, and one whom we loved and love very much. 

Richard, we will never forget you. 

The music world has lost a beacon - but we have lost much 

more - we have lost a dear friend. 

Jris & Marty Manus 

leS) 
Alfred Publishing Co. , Inc. 




