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Remarkable new evidence now proves that 
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1 n the Autumn issue of KEYBOARD COMPANION, stud ent retention was targeted as one 
of the themes which the magazine intends to "vigorously pursue, continuing to resea rch rea
sons fo r student dropouts, and continuing to explore new and more effective ways t9 ensure 

high levels of student enjoyment and success." "Enjoyment" and "success" are, of course, the key 
words here for rarely do students want to d iscontinue an acti vity they truly enjoy, particularly when 

they are successfu l. 
As I read and edited the articles that appear in this issue, a number of things jumped out at me 

which relate to enhanCing student enjoyment and success. Th inking in terms of a young beginner, 
su rely the most impor tant thing-at leas t to the child-is the /JI usic itself and being able to make it a t 
the piano I Apropos of this, in this issue's "Music Reading" column, Kathleen Rountree reminisces 
about her own experiences as a young beginning piano stud ent. She recalls her first lesson when she 
climbed the stai rs of her teacher's porch wi th "great excitement. I was going to play the piano!" As 
she walked through the doors of the living room, she had only one goal- "to play a great 'song.'" But 
her teacher had "plans of her own for the lesson." She "intercepted the beeline" Kathleen was mak
ing to the piano and steered her instead to a "folding card table in the corner" where the entire lesson 
was spent "drawing notes and learning about lines and spaces." It was not until the second lesson that 
she was "allowed to sit a t the piano and play single notes" identified off of flashcards. And it wasn' t 
until lesson three or four that she was finally allowed to p lay something "vaguely resembli ng a 
'song.'" In spite of the fact that her early study got "better as time went on", and that she "learned a 
great deal," still, Kathleen sum marizes her "overwhelming memory of those first lessons" wi th one 
word-"d isappointment. " 

Those of us who teach beginners should perhaps ask ourselves two questions: 1) what kinds of 
"songs" do our beginners want to play?, and 2) how soon and how successfully are they able to play 
them? Apparently for many students who begin piano lessons, the desire to be able to p lay "songs" 
they want to play in a reasonable amount of time is not being fulfi lled soon enough in the stud ent's 
experience or else the dropout rate would surely not consistently remain so high. 

[n addition to being able to successfully play appealing music, certainly the environment at the les
son also plays a vital ro le in fostering stud ent enjoyment. Is there enough emphasis on the positive ver
sus the negative? This issue's "Home Practice" column focuses on student answers to questions posed 
in a recent ques tionnaire. In respondi ng to the question "What do you like about coming to lessons?", 
one student's reply was, "I ge t to learn what I'm doing wrong in my 'songs.'" Since this was one of 
my own students, this response gave me much food for thought. I asked myself, "Is there enough 
emphasis at lessons on what students are doing righ t??" How often at the end of a piece's perform
ance do we ask, "What did you like about your perform ance?" Surely seeking student input is an 
important part of the eva luation process, and the studen t's knowing what he or she did well should 
go hand-in-hand with knowing what needs to be improved . Sybil Barnaby, one of the writers fo r this 
issue's "Adult Stud y" column, offers this advice: "Do not measure your progress by the notes you 
miss, but by the ones you play correctly." Patricia Bulko, a nother ad ult student writing for this sa me 
column, ends her article with these words: "Music makes my soul sing ... what a journey!" 

Children approaching their first piano lesson w ith "grea t excitement" are just beginning this "jour
ney," each bringing with them, among other things, a soul that wa nts to "sing." Helping them to find 
their voice, inspiring them to continue wanting to "sing," and then enabli ng them to successful ly do 
so is the awesome responsibil ity entrusted to each of us. Whllt killd of II "Journey" will it be? 

About Jessie Willcox Smith (1863-1935), the artist who did the painting, "Sca les," w hich 
appears on this issue's cover: 

Jessie Willcox Smith was one of the most gifted women ill ustrators of her time. Early in her ca reer 
she decided that her art would concentrate on the universe of the child and for over thirty years she 
worked with grea t sensitivity and tenderness in that arena. She crea ted her images with a mixture of 
media , combining charcoal, watercolor, gouache and even oil to create just the right tone in each piece. 
Many of her pieces are d rawn from the ch ild 's point of view, making them all the more endearing. A 
popular a nd p rolific book illustrator, she depicted many of childhood 's fears and joys and did so in a 
sympathetiC, non-judgmenta l manner. 

The image, "Sca les," was reprodu ced in one of the popular books illus trated by Smith, The Bed Time 
Book, written by Helen Hay Whitney. It was published in 1907, the same yea r Smith moved to the 
famous stud io at Cogslea with fellow ill ustrators Violet Oakley and Elizabeth Shippen Green. 
According to Alice Carter in her recent book, The Red Rose Girls, "Jessie Smith relied on the works of 
severa l other arti sts to provide inspiration for her pain tings of children. She especially admired 
Abbott Thayer. 'He is eternal and his children have souls and minds of noble beau ty."'1 

1 Carter, Alice. The Red Rose Girls: An UIlCOII/IIIOIl Story of Art and Love. NY: Harry N. Abrams, 
Publishers, 2000, p. 129. 
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The Magic Triangle: 

Teacher/Student/Parent 
Barbara Kreader, Editor 

Barba ra Kreader has continued to teach in her independent studio in Eva nston , Illi/lO is since 1974. She is also Senior Editor for 
Educationa l Keyboard Publications for Hal Leonard . Her previous res ponsibilities have included facu lty member of Northwes tern 
University's Division of Preparatory and Community Music, editor of Clavier magazine, and editor of Baldwin's Soundboard newsletter. 

by Barbara Kreader e orne on in! 
Marion, the cleaning lady, and 

the piano teacher are here! 
Someone come get the dog! 
Down, Princess! 
Josh, are you ready for your lesson? 

Where are your books? 
Will someone please get this dog?" 
This scene, or one like it, often greeted 

me during my first years of teaching. I 
traveled to s tudents' homes to give piano 
lessons. Although I owned a piano, I lived 
in a neighborhood far away from the resi
d ences of the s tudents referred to me 
through m y graduate program at 
Northwes tern University. O n my way 
home from classes, I stopped by several 
homes to give lessons. 

I had alread y taught two yea rs of ele
mentary schoo l, so I felt reasonably com
fo rtable in my teaching skin, but I behaved 
like a true greenhorn when it came to 

scheduling, billing, and setting profession
al bounda ries wi th parents. Teaching in 
the home d idn't help . 

In 1974 fewer homes had family rooms. 
Most pianos sat in living rooms along 
with the television, stereo system, and 
family pets. The clatter of the nearby 
ki tchen added to the genera l confusion. 
While most fam ilies treated me wi th respect, 
they thought of me under the heading of 
"household helper." Along with the also 
under-apprecia ted babysitter and cleaning 
lady (yes, they called them "ladies" in 
those days), I shared the family living 
space. As a fl edgling teacher, I was too shy 
to request tha t upstairs vacuuming w ait 
until after the lesson or to ask the sitter to 
take siblings to another room to play Twister. 

Of course, the pianos came in all 
shapes, sizes, and sounds. Improvised 
benches were common. One fa mily used a 
different foldin g chair every week, each 
seemingly lower than the previous one. 
Before each lesson, another family had to 

remove the fish tank routinely perched on 
the lid covering the piano keys-a sure 
sign no practice was happen ing. 

Most troubling were the well-meaning 
parents who chatted with me both before 
and after lessons. I routinely listened to 
the myriad ma rital, medica l, and mental 
cha llenges faci ng each family. These confi
dences sometimes went on longer than the 
lessons. 

Obviously, most of the diffi culties I 
encountered were related to my inability 
as a young teacher to set professional 
bou ndaries and to demand a suitable 
teaching a tmosphere. Twen ty-six years 
la ter I know I could do that. Yet my first 
unpleasant ex periences s tay w ith me. 
Happily, thi s issue's author, Leslie 
Michaelis, is a you ng teacher who alread y 
knows how to tell the dog to go lie down 
and the parents to keep the room quie t. 
She finds teaching in students' homes a 
positive experience as do her students and 
their families .... 

by Leslie Michaelis When I come to the students' homes . .. everyone is happier, including me. 

'} 
absolutely love teaching at stu

dents' homes! I find it easier to get 
to know the families as they really 

are, and I become truly comfortable with 
them. I like knowing I am making their 
lives easier. When parents and children 
are running fro m soccer to Chinese school 
to ballet, they come to lessons stressed and 
all worn out. 

I gave lessons to the two daughters of 
one fam ily at the music store where I teach 
two days a week. The father brought them, 
along w ith his one-yea r old son . Thi s 
youngest child hated being confined to the 
store for a full hour, and he ra n around 
bothering everything a nd everyo ne si m
ply because he was a baby. The dad spent 
the entire time franti ca ll y follow ing him 
around trying to keep him from destroy
ing music and pianos and guitars. When I 
suggested I go to the fa mily's home, every-
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one, inclu d ing the store personnel, 
brea thed a sigh of relief. The income the 
s tore was m aking from my teaching failed 
to offset the cos t of the potenti al damage 
the child could cause the merchandise, so 
they gave the switch their blessing. 

When I come to the students' homes, 
the other children in the family can enjoy 
being at home. The pa rents can help them 
with homework or collaborate on p rojects. 
If they wa nt, they can complete their own 
work or get dinner ready while the chil
dren relax and hang out. Everyone is hap
pier, including m e. 

I value teaching students on their own 
piano. I can show them how to better 
adjust to playing and working with their 
particular instrument. Sometimes the stu 
dents have a piano much nicer than my 
own or the one in the store. One family 
ow ns a s ix-foot Ya ma ha with General 

Mid i. Often, too, the teaching space in stu
dents' homes outclasses w ha t 1 could offer 
either at home or at the store. 

I enjoy the fact that my teaching and 
my private life remain separate. I like 
having my home be my home. My husband 
can enjoy our house on his own time and 
can do what he wants when he wants. I 
don't have to keep the house all squea ky
clean every minute. When we have chil
d ren, I will know the babysitter is han
dling w hat they need , and I won't have to 
worry about the baby crying in the other 
room. 

I also enjoy leaving the house to work. 
I do ma rketing for a large music publisher 
in the mornings and if I had to continue to 
stay in my house to teach, I would feel 
down about it. I dress up in professional 
clothes, put on my make-up, and feel good 
about going to work. 



I do charge more for traveling to the 
student's home but most families find it 
so much more convenient that they don't 
mind the added cost. So I can teach fewer 
students and make the same income. In 
addition, I can choose the neighborhood in 
w hich I teach . No matter where I live, I can 
go where children need teachers, and I can 
choose areas where piano lessons are val
ued and taken seriously as an ac ti vity. 

I schedule the lessons loosely. For exam
ple, I allow a half-hour for a fifteen-minute 
drive between houses . That way I don' t 
have to rush. If the weather is bad or I 
want to talk to a parent for a while, I have 
the leisure to do so. Also, if Johnny didn't 
practice for the sixteenth week in a row, 
and I want to tea r my hair out, I have time 
to stop at Starbuck's ' 

The only negative aspect of teaching at 
students' homes is trying to keep all my 
supplies together. I used to carry around 
three bags and three suitcases full of books 
and equipment. This year I am s treamlin
ing my materials. 1 have also purchased a 

da ta planner specifically des igned for 
piano teachers. It allows me to keep track 
of the students' personal data, their book 
purchases, billing, my mileage, and all 
pertinent information all in one place. My 
students pay at the end of each lesson; this 
incl udes the cost for any books I have pur
chased. I allow no excuses . This eliminates 
billing and make-up lessons. My students 
rarely cancel and then it is only for illness. 

I am extremely happy with my life. My 
schedule allows me to be both a stay-at
home wife and a professional working 
woman. I originally taught in s tudents' 
homes because I had to do it. Now I do it 
because I choose to, and would have my 
teaching schedule no other way . ... 

Leslie Michaelis studied piano performance at 
the University of Texas and received her B.M. 
fro m George Mason University in Fairfa x, 
Virginia. She clIrrently works in the 
Educational Keyboard Division at Hal Leonard 
Corporation, and teaches 25-30 studen ts in the 
Chicago suburbs. 

In the next issue: What goals do you have for your 
piano study? 

PERSONAL 
COMPOSER 

Professional notation , publishing, 
and MIDI record ing software 

The easiest to learn and use. 
Used in over forty countries 

by composers, teachers , 
musicians and publishers. 

• To 44 staves per system 

• Unexcelled printing quality 

• Four lines of lyrics in any fo nt 

• Four indepe ndent voices per staff 
• Illustrated help file 
• Real-time MIDI recording 
• Scale text with a single keystroke 

• Copy music to WP and DTP apps. 

• Standard staff sizes and more 
• From $69 to $199 

Info & orde rs : 1-800-446-8088 
Download the demo from 

www. pcomposer.com 

Personal Composer, Inc 
P.o. Box 33016, Tulsa OK 74153 

New Piano Music from Myklas 
NEW PIANO SOLO COLLECTION: 
Modal Expressions (1401) by Robert Vandall $5.95 

Diverse piano solos introducing Greek modes to 
elementary students. Titles include: Ionian Fanfare, 
Dorian Tarantella, Silhouettes (Phrygian), Peace 
(Lydian), Good Times (Mixolydian), Aeolian Minuet, 
and Locrian Toccatina. Elementary to Late Elem. 

NEW PIANO SOLOS: 
ELEMENTARY 
Festiva Sonatina (1392) Robert Vandall 
In the Sultan's Palace (1393) Robert Cento 
Pine Cone Rag (1394) Ruth Perdew 
Power Walk (1395) Robert Vandall 
Rock Skipping (1396) Robert Vandall 

LATE ELEMENTARY 
Blue Light Boogie (1397) Rosemary Byers 
Hard Times (1188) Rosemary Barrett Byers 
Homage to Grieg (1398) Robert Cento 
Sunset Serenade (1189) Mike Springer 
Waterfall at Midnight (1399) Mike Springer 
Winter Wheat (1190) Rosemary Barrett Byers 

$3.50 
2.50 
2.50 
2.50 
2.50 

$2.50 
2.50 
2.50 
2.50 
2.50 
2.50 

NEW PIANO SOLOS (cont.): 
EARLY INTERMEDIATE 
Jamaican Jamboree (1191) Mike Springer $2.50 
Tarantella Espagnole (1192) Rosemary Byers 3.00 

INTERMEDIATE 
Star Song (1400) Ronald Bennett 

NEW PIANO DUETS: 
ELEMENTARY 
Secret Cave (1402) Sharon Kunitz 

LATE ELEMENTARY 
Promise of Spring (1403) EIIen Foncannon 

EARLY INTERMEDIATE 
Four-Leaf Clover (1193) Shirley H. Mier 
Irish Air (1194) Irish Folk! Arr. Vandall 
Journey Home (1195) Shirley H. Mier 

Write today for free information : 

'*2001 -2002 Myklas Catalogue 

'*Thematic Catalogues: 
[ID MYkl.as 

Aluslc 
Press 

$2.50 

$3.00 

$3.50 

$3.95 
3.95 
3.95 

Piano Solos and/or 

Piano Duets 
387 Corona St. Denver CO 80218 

(303 )778-8003 
www.myklas .com 
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The Other Teacher: 

Home Practice 
Elvina Pearce, Editor 

Elvina Pearce, Ed itor of Keybollrd Compllnioll, studied piano with Isabelle Vellgerova Ilnd pedllgogy with Fmll ces Clark. She is Il found ing 
member of the BOllrd of Tru stees of the Fmnces C/llrk Cen ter fo r Keyboard Pedagogy for wh ich she serves as Vice Pres ident. She IlIl s presented 
recitals and workshops in over for ty states plu s Cilnada, th e Rep ublic of Chinll, Ill1d Australia, Illld is also n nntiolllllly recognized composer. 

What do students have to say about their lessons and practice? 

by Elvina Pearce 

& very year I solicit my students ' 
opinions about their piano study 
and practice via one or two ques

tionnaires. Sometimes 1 distribute these at 
the start of a new season, and sometimes 
again at the end of a school year. Last year, 
about a third of the way through the first 
term, 1 gave s tudents (ages 8-17) such a 
questionnaire. Below are some of the ques
tions and student answers. 

Why are you studying piano? 

Michnel, age 8: "Because 1 like the piano." 
Annie, nge 10: "I want to be able to play in 

school and I li ke the instrument. " 
(Teacher: Both Michael and Annie also take 

violin lessons, play in a school instru
mental ensemble, and perform in school 
talent shows.) 

Kathy, age 11: " T wa nt to learn how to play 
an instrument and to learn how to play 
music." 

(Teacher: Kathy also takes oboe and swim
ming lessons. Although she is very 
involved with extra-curri cula r ac tivities, 
she maintains a daily 45-minute practice 
average, and is almost always well pre
pared for her lessons.) 

Ellie, age 12: ''I've been studying for a long 
time. 1 think I started for fun , but I can' t 
really remember. And since I don't like 
quitting, 1 a m sti ll playing." 

(Tencher: Ellie seldom smiles at her lesson 
and never vo lunteers any information 
about herself or what's goi ng on in her 
life. When I ask how she is, she is always 
just "O.K." If I ask, "What's new?" her 
response is always "Nothing." The only 
question I ever ask w hich receives a gen
uinely enthusiastic reply is, "H ow's your 
bunny rabbit?" [She has a b lac k 
N etherlands Dwarf rabb it.]) 

Dnniel, nge 13 : ''I'm taking lessons because 
my parents want me to." 

(Tea cher: Dan would probably quit lessons 
in a heartbeat if his parents would agree. 
Fortunately for him, they think that 
"piano" is part of his overall basic edu-
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cation and insist that he continue. Even 
though he has lots of homework, he 
manages to maintain a daily practice 
average of 45 minutes and plays reason
ably well.) 

Michelle, age 13: "Because 1 like playing the 
p iano." 

(Teacher: Michelle transferred to me two 
years ago, ha ving had three years of pre
vious stu dy. Because of poor practice 
habits and rhythm problems [particularly 
involving the rela tionships of dotted 
rhythms and sixteenth notes to a basic 
quarter note pulse], her first year and a 
half of study with me was probably not 
conducive to her enjoyment of "playing 
the piano." Happily however, during the 
past six months, she has made so much 

Lessons can now be 

devoted prima rily to 

the "good stuff"

music-making-rather 

than to mechanical 

issues. 

progress in both of these areas, that les
sons can now be devoted primarily to 
the "good stu ff" - music-making-rather 
than to mechanical issues .) 

Susan, Ilge 14: "I enjoy music in all forms. I 
sing and also p lay clarinet. Being ab le to 
play also allows me to play accompani
ments and songs for my own enjoy
ment. " 

(Tencher: Susan is an idea l student who, up 
until this year, has possibly fe lt over
shadowed by the pian is tic success of her 
older sis ter. Recently, Susan entered her 
first "i mportant" competition and won 
second place [a $75 awa rd!]. I'm sure 
tha t this recognition of her diligence in 
regular practice w ill boost her enjoyment 

of music to even greater heights.) 

Steven, age 15: "For enjoyment mostly, now 
that I've come to appreciate it more ." 

(Tencher : Steven was an enormously gifted 
teenage student. I say "was" because his 
music study came to a screeching halt 
mid-year as the result of homework 
which forced him to burn the midnight 
oil to such an extent that he had little 
time to practice and consequently, he 
cam e to lessons without much to show in 
the way of achievement. Finding him on 
several occasions in the wa iting area 
before his lesson with his head down on 
a desk, asleep, resulted in my recom
mendation to him and his parents that 
he discontinue study for the time being 
and use whatever time he might have 
had for practice and lessons for taking a 
nap or indulging in some recreational 
activity requiring less discipline than 
practice. I am sure that his "enjoyment" 
of music will be resuscita ted a t some 
point down the road as he matures and 
is able to establish a better balance 
between work and relaxation. But 1 do 
miss him !) 

Bonnie, nge 15: "Because I like it; it's a way 
for me to express those feelings that can't 
be expressed in words." 

(Teach er: Another highly gifted teenager, 
Bonnie [who is home-schooled] is shy 
and reserved in verbal expression, but is 
indeed findin g ways to express herself 
with much more authority at the piano. 1 
anticipate that she will elect to major in 
piano [and pedagogy at my suggestion!] 
in college.) 

Brittnny, nge 16: "To hold on to something 
I've done since I was very young and 
because 1 love music." 

(Tellci1er: Brittany has s tudied piano with 
me s ince the age of eight. Because her 
parents have emphas ized the im por
tance of her followin g through with 
something once it's begun, this attitude 
is clearly reflected in the first part of her 
answer. Second academ ica lly in her high 
school class, she has become increasingly 
invo lved in schoo l work and related 



extra-curricula r ac tivities [math and science teams, etc.]. She 
recently was selected for a special six-week summer study pro
g ram at MIT in Boston. Because her previously excellent practice 
average and achievement have been greatly eroded by her aca
demic pursuits, I have urged her parents to allow her to discon
tinue lessons during her senior year, but to continue to encour
age her to go to the piano and just play "for fun" whenever she 
has a little time for some recreation . They have reluctan tly 
agreed. I'll miss Brittany as I do Steven, but I truly think that 
under the circumstances, their d iscontinuing lessons at this time 
is in both of their best interests.) 

What are your goals for yourself in piano this year? 
Michael: "To get very good." 
Annie: "To practice enough and to become a better pianist." 
Kathy: "J would like to play more challenging music well this 

year." 
Ellie: "None, really. Just to have fun." 
Daniel: "Trying to practice a t least 30 minutes a day." 
(Teacher: Dan, at your age and level, it should be at least 45 min

utes!) 

Michelle: "Play more songs. Work on better counting, fingering, 
and dynamics ." 

Susan: " ... to have an average practice time of one hour, and to play 
with more expression, including dynamics." 

Steven: "1 really don' t have any goals for this coming yea r except to 
play those pieces that I' ve always liked when 1 hea rd them." 

Bonnie: "To just in general improve in every way pOSSible, and to 
gain more insight into pieces." 

Brittany: "To play well at the Sonata / Sona tina Festi va l ... and any 
other competitions and recitals." (She received a gold medal for 
her performance in the Festival.) "To do a better job of practic
ing on a regular basis ... consistency." 

What do you like about coming to the lesson? 
Michael: "It' s fun." 
Annie: "Mrs. Pearce is very nice." 
Kathy: "1 get to learn w hat I'm doing wrong in my songs. Example: 

rhythm, notes, etc." 
(Teacher: 1 wish she had also said, "1 get to learn what I'm doing 

right ... " ) 

Ellie: "On lesson days, I let myself have a break from practice." 
Daniel: "1 get away from homework for a while." 
Michelle: "1 get feedback on how I'm playing a piece." 
Susan: "1 like coming to lessons because sometimes 1 feel that I've 

improved a lot on a piece and I want to play it in front of an 
audience. Also, because 1 always love getting new pieces." 

Steven: "Just coming to p lay. I'm so busy that I really d on't get a lot 
of time to even practice so playing is good for me." 

(Teacher: Even though Steven has discontinued lessons, I hope he is 
still "playing.") 

Bonnie: "Hea ring about the ways in which I need to improve. 
Learning about different styles of pieces and composers." 

Brittany: "The regularity and s tructure it gives to my piano play
ing." 

What do you not like about coming to lessons? 

Michael: "It' s in the middle of the week." 
(Teacher: Actually, Michael, it's on Tuesday.) 

Annie: "It's very far away from our house and takes a w hile to get 
there." 

(Teacher: It probably takes 20-30 minutes.) 

Kathy: "Sometimes 1 am doing something with my friends and it 
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interrupts, or I can' t do something with 
them beca use of the lesson." 

Ellie: "When I have a lot of homework, I 
get less time to work on it." 

Dllniel: "Sometimes I have a ' lo tta' home
work that day." 

Michelle: "Play ing a memorized piece." 
Susan: "I don ' t like having to take time 

away from my school work . Also, I don ' t 
like playing memory pieces because I'm 
always nervous." 

Sleven : ''I'm always tired." 
BOlln ie: "Jus t the drive." 
(Teacher: Bonnie lives about fifty miles 

away and the roundtrip to lessons takes 
over two hours.) 

Brittal1y: "". not being prepared, but that's 
always my fault. " 

What do you enjoy about practicing? 
Michael: "I get to learn differently." 
Annie: "I enjoy spending time w ith my 

Mom. She helps me." 
Kathy: "I can fix the mistakes I am mak-

ing." 
Ellie: "I feel better that way." 
(Teacher: This answer was really a surprise I) 

Dllnie/: "Getting a break fro m homework." 
jenn ifer: "Playing songs that I've wo rked 

hard on." 
Susan: "I enjoy the resu lt. . a well -pol

ished piece with good technique and 
exp ression." 

Steven: "Nothing rea lly, just playing and 
hea ring what I'm playing." 

Bonnie: "It's my own private time to take 
something, work on it, and hopefully 
make it so that in the end , it turns out 
beautiful." 

Brittany: "Hearing improvements, getting 
my mind off of homework, and other 
things." 

What do you not enjoy about practic
ing? 
Michael: "It's not always fun. " 
Annie: "Sometimes I have to practice for a 

long time." 
Killhy: "It is time consuming and can some

times be boring." 
Ellie: "Aga in, the homework idea, and less 

time to do other things ." 
Daniel: "Takes a lot of time." 
Michelle: "Playing super-slow is boring." 
Susal1: "] don't enjoy playing the pieces 

over and over aga in even though I know 
that it's necessary." 

Steven: "Practicing pieces I don' t exactly 
enjoy." 

Bonl1 ie: "I think I pretty much enjoy prac
ticin g. " 

Britllllly: "Frustrating pieces or ones 1 don' t 
enjoy (until I can play them 'well: at 
least. ); scales, etc., keeping really old 
pieces 'alive' for contests and recitals." 

What pieces that you are now work
ing on do you like the best? 

Michael: "All pieces." 
Allllie: "'Pagoda' (Olson), 'Try and Ca tch Me' 

(Robinson), 'Duet' from Op.100 (Diabelli)." 
Killhy: "Kuhlau 's 'Duet Sonatina, Op. 17: 

Gurlitt's 'Sonatina in A Minor.'" 
Ellie: "None. I don't like choosing 

favorites ." 
Dlllliel: '''Maslerpieces'-all of them." 
Michelle: "'Fluttering Leaves' (Kolling) and 

'Mazurka in C Minor' (Chopin)." 
SlIslIn: "I like the 'Little White Donkey' 

(Ibert)." 
Sleven: "Beethoven's 'Concerto No.3.'" 
BOlll1ie: "I am findin g that I really enjoy 

Chopin nocturnes." 
Britllll1Y: '''The Maid With the Flaxen Hair' 

(Debussy), and the Chopin 'Mazurka.'" 

"I would like to play 

more challenging music 

well this year." 

What pieces that you are now work
ing on do you not like? 

Michll e/: "None." 
Annie: " 'Sonatina in C Major' (Latour)." 
Kathy: "". 'Prelude in C' (Pearce) ." 
(Teacher: Well, so much for my composing 

career!) 

Ellie: "None in particular. " 
Daniel: '''Lament' (Allen), 'Phrygian Tocca ta' 

(Verne), and memori zing sonatinas." 
(Teacher: Dan ended up choosing the 

"Lament" and the "Toccata" as favorites 
to p lay in recitals this yeaL) 

Michel le: "None." 
Susan: "1 don't like the Beethoven 'Sonata' 

(Op. 49, No .2), the Handel 'Gigue: or the 
MacDowell 'Sea Piece.'" 

(Tencher: After Susan won a gold medal for 
her performance of the Bee thoven 
sonata in the Sonata/Sonatina Festiva l, 
she liked it a lot more!) 

Stevell: '''Gardens in the Rain' (Debussy)." 
Bonnie: "Some pieces like the Tcherepnin 

(Bllgilielles, Op . 5). l don' t like at first 
but by the time I have them read y for 
performance level, I've changed my 
mind and really like them." 

Brittany: "Haydn 'Sona ta in G Major: and 
'Marche Militaire' (Schubert: 1 piano / 4 
hands)." 

Name some pieces or kinds of music 
you wish you could be studying 



instead of some of the ones you don't 
enjoy. 
Michael: "Some more jazzy instead of 99% 

classical. " 
(Teacher: He asked for "jazzy" and now 

he's got it! ) 

Allnie: "Classica l m usic, Bach (my friend 
and I sta rted at the same time and he 
plays this kind of music)." 

Kathy: "Jazz." 
(Teacher: I subsequently assigned Kathy the 

Swing With Jazz book by O'Hearn [Kjos] 
which she really enjoyed. ) 

Ell ie: (Ellie did not answer this question.) 
Daniel: "Maybe more modern music." 
(Teacher: I later discovered that by "modern" 

Dan meant jazz and so 1 assigned Cool 
Jazz [by Kocour; CPP / Belwin] .) 

Michelle: "Fas t songs like 'Fluttering 
Leaves' (Kolling), slow, calm songs like 
the 'Preludes' (Vandall, book 2)." 

Susan: "1 wish 1 was playing challenging 
pieces by Chopin or Grieg instead of 
pieces by Mozart or Beethoven." 

(Teacher: Shortly thereafter, I assigned Susan 
the Grieg 'Nocturne' and 'Butterfly.') 

Steven : "Grieg's 'Concerto.'" 
(Teacher: Steven, this is not the p iece fo r a 

very tired boy w ith too much home
work and no time to prac tice!) 

Bonnie: "1 like the kind of music I play . If 
something later comes into mind, I'll le t 
you know." 

Brittany: "Impressionistic, romantic pieces, 
Rachmaninoff 'Preludes.'" 

If your parents would allow you to 
stop lessons now, would you do it? 
Michael: "Yes, because I would have more 

time, and no, because it's fun. " 
Annie and Kathy: "No." 
Ellie: "I don' t know." 
Daniel: "Yes." 
Michelle and Susan : "No." 
Steven: "Maybe, depending on how much 

work I have to do at school and if I think 
I could use the time off ." 

U Back to the Editor (Teacher) 

I always learn a lot about my teaching 
and my students fro m questionnaires such 
as this and find that the informa tion 
gained fro m this source helps me better 
understand each individual as a person 

Bonnie and Brittany: "No." 

How many of your friends take 
piano lessons? 

Michael: "T don' t know." 
Annie: "Four. " 
Kathy: "About three or four, bu t many 

have already quit." 
Ellie: "About one- third to one-half." 
Dan iel: "Some." 
Michelle: "All 16 of them." 
Susan: "Practica lly all of them" 
Steven : "One." 
Bon nie: "Since I just moved here, I don' t 

yet have many friends, but one is in col
lege majoring in piano, and maybe two 
more still play ." 

Brittany: "Not too many any more." 

The information gained 

from (student 

questionnaires) helps 

me better understand 

each individual as a 

person. 

If you have friends who used to take 
piano lessons but have dropped out, 
why do you think they quit? 

Michael: "I don' t know." 
Annie: They didn' t have time. They didn' t 

like their teacher. 
Kathy: "They didn' t like it, they thought it 

was boring." 
Daniel: "Some of them don' t have the time. 

They stay up until 11 :00 or 12:00 doing 
their homework and have to get up at 
6:00." 

M ichelle: "None dropped out. " 
Susan : "Because of too much school work 

and not having enough time to practice." 

and not just as a piano student. The infor
mation also grea tly assists me in making a 
long-range lesson plan for each of them at 
the beginning of the new school year- par
ticularly in choosing the repertoire to be 

Steven: (He didn' t answer this question. ) 
BOllllie: "Lack of commitment, not enough 

time, some have gone and taken other 
instruments." 

Brittany: "Too much homework/other 
ac ti vi ties, went to college, not 'good 
enough.'" 

If you had only group lessons, would 
you enjoy piano more? 

(Teacher: Six students sa id "No," one said 
"Not rea lly," one sa id "Yes," one said 
"Yea h," and one sa id ''I'm not sure. I 
like group lessons a la t. ") 

What do you like about group les
sons? 

(Teacher: Here are the answers I got: "They 
have more games;" "I like people and 
there are fun activities;" "I can see how 
other people are doing in piano and I 
can meet more people;" "Listening to 
other pieces instead of mine;" " .. . get to 
in teract with other people;" "It allows 
me to hear other people my age per
form, and it lets me practice at p laying a 
song with an aud ience;" "Getti ng stu
dent feed back;" "Nothing!;" "Inpu t 
from other s tudents about m y playing 
and hea ring others;" "Playing for others 
and lis tening to them .") 

What do you not like about group 
lessons? 

(Teacher: The two youngest students said 
that they didn' t get as much "help" in 
the group as in their priva te lessons. 
Two students said, "Nothing." One 
sa id, "Being in front of an audience 
when I make mistakes." Other com
ments were: "Doing my com posing-a
piece assignment;" "Playing memorized 
songs;" "The ex tra time it takes;" 
"Having a shorter priva te lesson that 
week but I think that all of the good 
things about group lessons offset that;" 
"Any time I'm unprepared.") ... 

D 
assigned . 

If you dis tribute similar questionna ires 
to your students, won' t you please share 
them as well as their results with us? ... 
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Editor's Note: KEYBOARD COMPANION 
is pleased to welcome Craig Sale as the 
new Associate Editor of the "Music 
Reading" Department. We are confiden t 
that Cra ig's long-standing experience 

by Craig Sale 

7 his issue's question is an impor
tant one for all of us to answer 
who use an "off-staff" reading 

approach with our beginning students. 
Most likely, the vas t majori ty of "off-staff' 
teachers began their piano studies with a 
"grand staff" approach. However, a glance 
at mos t methods currently avai lable shows 
that many successful methods begin with 
some amount of off-s taff experiences. 

As a teacher who uses an ex tensive "off
staff" approach with my beginners, I find it 
essential to have an answer to this month's 
question. Most parents of prospective 
beginners have only encountered a "grand 
staff" approach in their varied musical 
experiences. In order for them to be sup
portive and to help at home, it is essential 
that I communicate to them the reasoning 
behind my choice of this foreign-looking 
off-staff material. 

Parents, especially those who have had 
some musical training, are unaware of 
how many concepts are presented all at 
once with the "grand staff" approach: 

teaching students of a ll ages and levels w ill 
enable him to bring to our readers signifi
cant topics related to the development of 
reading skills, along with competent writ
ers who are able to effecti vely address 

treble, bass and grand staves; up and 
down; time signatures and measure bars; 
rhythmic pulse and note values; finger 
numbers; pitch notation and note names . 
When using an "off-staff" approach w ith a 
careful sequence of concept presentations, 
students build, for themselves, the grand 
staff. The result is a grand staff under
standing tha t has come from "within," 
from their own experiences, rather than 
having one superimposed on them from 
"the outside." 

The freedom at the keyboard that is 
often nurtured by an "off-staff" approach 
is another basic reason which I share wi th 
parents. The piano is a BIG instrumen t to a 
young child. Off-staff nota tion allows a 
student to experience all registers of the 
keyboard and to explore motion when 
moving between these registers. Such free
dom is not developed with the restrictions 
of early grand staff reading. 

Even with my best efforts, there are 
occasionally parents who still do not 
understand. One parent watched her son's 
interview where he easily responded to 
off-staff notation. Despite his success at 

them. As always, we welcome your partic
ipa tion in this ongoing dialogue, and invite 
you to submit your questions and / or com
ments to Cra ig via the "Music Reading" 
PostBox. 

playing pieces on groups of two black 
keys, his mother kept insisting, "But what 
notes does he play?" How could he know 
to play C# and D# without "real" notes 
telling him? Although off-staff notation 
made perfect sense to the student, it 
remained incomprehensible to his mother. 
In this case, parental support was not 
going to be a possibility for a teacher using 
off-staff nota tion . 

In this issue we hear three teachers' 
responses concerning the "off-staff" 
approach. Meg Gray addresses the many 
educational benefits to be found in an "off
staff" introduction to the piano. Kathleen 
Rountree shares a personal story, one to 
which many of us can relate, as the basis 
for her choice. Ted Cooper discusses a 
child 's world and learning processes, and 
how they are best served with off-staff 
materials. 

For those unfamiliar with this approach, 
these contributions will provide much 
information. For those who already use 
"off-staff" beginnings, they give us even 
more thoughts to share with parents of our 
prospective beginners . .6. 

by Meg Gray Off-staff notation . .. gives students opportunities to play motivating yet complicated melodies. 

() 
ff-staff notation, which can be 
found at the beginning of the 
Alfred, Bastien, Faber, Hal 

Leonard, and many other piano methods, 
is an effective way to introduce beginning 
piano students to music reading. It allows 
the student to move from the familiar to 
the unfamiliar, simplifying the reading 
process. It lets the teacher introduce basic 
reading concepts that can be reinforced in 
grand staff reading, and it gives students 
the opportunity to be successful by playing 
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motivating pieces that use more complex 
interva ls. 

Educators agree that s tudents learn more 
fluentl y when spiraling new concepts off of 
alrea dy-lea rned ideas. Most beginning 
piano students know the alphabet. While 
they do have to learn that forward in the 
alphabet is the same as higher on the key
board and vice-versa, off-staff nota tion 
allows them to use their familiari ty w ith 
the alphabet to read more fluently. They 
reinforce their ability to think forward and 

backwards in the alphabet, and up and 
down on the keyboard without the visua l 
distraction of staff lines and spaces. 
Because this type of reading activity quick
ly becomes comfortable, students can focus 
on other musical areas including physical 
coordination, dynamiCS, and fingering. 
These piano students who are successful a t 
making beautiful music from the begin
ning are more likely to continue their piano 
study. 

The ease of reading off-staff notation 
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allows the student to strengthen several other basic musical con
cepts before tackling grand s taff nota tion. Students can concen
tra te on counting note va lues, and on keeping a steady bea t. 
Because they are not s truggling to comprehend the grand s taff, 
beginners can more easily build a habit of playing with a steady 
beat that will carryover into their grand staff reading. 

Good music-readers look at the large picture of melodic shape 
and use it to predict what will occur in the phrase. Because of the 

visual simplici ty of off-staff nota tion, students can easily identify 
the contour of the melody. Teachers may take the opportunity 
during off-staff reading to begin the habit of reading melodic con
tours. Effective reading skills can be developed in this way and 
then transferred to grand staff reading. 

Teachers may also introduce interva ls through off-staff nota
tion. Interval-reading measures distances from finger to finger, 
and key to key, as well as motion on the staff. By introducing 
steps, skips and repeats through off-staff nota tion, the student and 
teacher can focus first on d istances between fingers and between 
keys. These important concepts will be reinforced during grand 
staff reading, and motion on the staff can then be easily intro
duced. Find ing and marking steps, skips, and repeats in off-staff 
music builds a habit of interva llic read ing that w ill produce excel
lent results. 

Even after learning the grand staff, off-staff notation can con
tinue to reinforce students' fluency in reading. It can be used as 
a motivational tool by allowing students to play complicated yet 
familiar patriotic, holiday, fo lk, and popular tunes. Many of the 
familiar melodies that students wa nt to play contain complex 
interval patterns involving quick changes of direction and w ide 
leaps. They can be difficult for beginners to read and comprehend 
smoothly. Examples can be found in "The Star Spangled Banner." 
The opening phrase alone con tains three changes of direction and 
intervals ranging from a 2nd to a 6th. Although they can be cha l
lengi ng, studen ts are very motivated to play these tunes. Off-staff 
notation provides them an opportunity to do so with more ease. 

Off-staff notation makes the musical life of a beginning piano 
student more rewarding and less frustrating. It gives students 
opportuniti es to play motivating yet compli ca ted melodies. 
Teachers can introduce concep ts such as interva ls and melodic 
contours in a visually simple and clear fashion. Students can easily 
read off-staff notation, and therefore can focus on other skills such 
as p laying with a steady beat, mastering fingering and physical 
coordination, and playing with dynamic contrast. They then can 
make a smooth and relati vely effortless transition to grand staff 
reading, and can confiden tly build their musical and technical 
skills on a solid foundation . ... 

Meg Gray is Ass istant Professor of Piano at Lincoln University in 
jefferson City, Missollri. She holds a Ph.D. in piano pedagogy/mllsic 
edllcation from the University of Oklahoma. Dr. Gray is active as an 
adjudicator, performer and workshop presenter throughout the Midwest. 

by Kathleen Rountree Off-staff reading speeds the student's "time to the tune," 

() 
n the day of my first piano lesson, 
I climbed the stairs of Mrs. 
Howell's porch with great excite

ment. I was going to play the piano I My 
sister and brother both played and now I, 
too, would be able to play exciting "songs" 
like "Indian Dance" and "Chipmunk's 
Minuet." I knew exactly what was going to 
occur at my first lesson, because I had 
watched my siblings have their lessons on 
many occasions. As [ wa lked through the 
doors into Mrs. Howell's living room, I had 
one goal- to playa great "song." Maybe 
she would let me play that "Heart and 
Soul" song my brother had taught me! 

Almost immediately I discovered not 
only that Mrs. Howell had plans of her 
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own for the lesson but tha t playing "Heart 
and Soul" was not even on the agenda. She 

Playing a tune is, after 

all, the student's goal 

when he or she comes 

to any lesson, 

especially the first. 

intercepted the beeline I was making 
toward the piano, and steered me instead 

to a folding card table in the corner. We 
spent the entire lesson a t this table drawing 
notes and learning about lines and spaces. 
Not until the second lesson was I allowed 
to si t a t the p iano and play sing le notes as I 
identified them off fla sh ca rds. It was les
son three or four before I finally played 
something vaguely resembling a "song." 

My stud y w ith Mrs. Howell got much 
better as time went on, and I learned a 
grea t deal. But, my overwhelming memory 
of those first lessons can only be described 
by one word- disappointment. It simply 
took too long to playa tune. 

In considering the value of off-staff read
ing as an introductory exercise, there are 
many factors to consider, such as cognitive 



ability, psychology, and physical motor-skill development. 
One must evaluate the student's developing skill a t interpret
ing symbols, differentiating between "same and different," and 
translating a labeled symbol into a named key on the piano. 
Off-staff reading provides a unique possibility to gradually 
introduce reading skills without preventing the student from 
making music wh ile the reading skills are being mastered. For 
me, though, the most important reason to incorporate off-staff 
reading (and, for that matter, rote playing), is tha t incorpora t
ing off-staff reading speeds the student's "ti me to the tune." 
Playing a tune is, after all, the student's goal when he or she 
comes to any lesson, especially the first. 

MUSIC LESSONS I 
Fundamentals 

"MillAC's MUSIC LESSONS gets an A+" 
Macworld Magazine 

TIle award-winning MUS IC LESSONS I is already teach
ing music fundamentals to thousands or students from 
fOlll1/1 grade through f.;o ll cgc. 

"',s .flexihle levels (?ftlUlklllty alld IIear:/7all'/ess inre /j(tCe 
Cli llse il to stand {Jul ill a .field littered Willi insubstantial 

c;omperifors." Vocalese Magazine 

MUSIC LESSONS I (Win & Mac) 
MUS IC LESSONS II (Win & Mac) 

MiBAC jaLl (Mac) 
Lab 5 packs and site licenses available 

The most effective learning environment is one in which 
the goals of both s tudent and teacher are as closely aligned as 
possible. Unfortunately, we teachers are seldom flex ible 
enough to give s trong consideration to student goals when 
planning their repertoire. (We want them to lea rn "Sonatina in 
C," they want to learn the theme song from "Friends;" they 
want to learn " Fli r Elise," we wa nt them to lea rn an Invention, 
e tc. ) The first lessons of an average-age beginner provide a 
wonderful moment when the goal of student and teacher can 
be identical-to playa "song." 

MUSIC LESSONS II 

For me, and for my students, off-staff reading makes first les
sons memorable for reasons that are very different from my 
own first piano lessons. When playing from off-staff notation, 
students make music in a satisfyin g manner within minutes of 
s itting down at the piano. And, occasionally, I even let them 
p lay "Heart and Soul" for me, toOl .. 

Chords and Harmony 

MUSIC LESSONS II is the most comprehensive Chords 
and Halll10ny software ava ilable. It exercises all fOllr skills 
cssenti al to learning music: 

·Visual Reco~'Jljtion - Name III 

-Written Notation - Wrile II! 

·Keyboard Skills - Play II 
·Ear Training - Hear It' 

HUIldrcdsofchord dril ls in reading, wliting. playing, or listening 
activ itics. Chord elcll lcnls. triads, seventh chorus, secondary 
dominants. Neapolilan. augmented sixth chords, and roman 
numeral analysis. All inversions. Five clc t:~ inducting gmnd 
S~lft·. Open and closed ,,,icings. Gradual skill lcvci>. Unlimited 
studeO! rt.'Conds. Built in theory refcrence. 

Kathleen Roulltree is Associate Dean and Professor of Piano at the 
LOllisiana State Ulliversity School of Music, WI ICIT shc combines 
dut ies of teach ing alld administration. During the past year, she was 
a Fellow of the Alllerican COllllcil all Education. 

o FREE DEMO 

by Ted Cooper 

,4 first piano lesson is not unlike a 
child's first day of school. Each 
is an important event in a 

child's life and often filled with both 
excitement and apprehension. Students 
wonder if they will succeed . Teachers p lan 
carefull y for their success because we 
understand that the a ttitudes that shape 
the future are formed ea rly. The use of off
staff notation helps to make the most of the 
first few lessons by helping students to 
succeed and to develop a positi ve attitude 
about m usic study . 

Children think, talk, move and explore 
the world in big, exaggera ted ways. 
Because off-staff notation exaggera tes the 
fundamental and essential properties of 
music read ing, it provides the perfect first 
s tep for young children-with one foot in a 
child's world of big experiences and one 
foo t in the new world of music reading. 
Pre-reading notat ion has much in common 
with children's picture books which are 
written in short sentences, large print and 

www.mibac.com/800 645 3945 
MiBAC Music Sof'twar(~ 

Off-staff notation is ideally suited to express multi-octave music. 

evocative illustrations. The very same con
tent of a child's book could be printed tra
ditionally using smaller, adult-size type 
and single spaced, but would it communi-

Off-staff notation .. . 

provides the perfect 

first step f or you ng 

ch ildren- with one foot 

in a ch ild's world of big 

experiences and one 

foot in the new world of 

music reading. 

cate as well to its young audience? Would 
it be as approachable and libera ting? 

Many teachers want their beginning 
piano students to experience and use the 
entire keyboard at the firs t lesson, instead 
of being limited to a few keys in the mid
dle of the piano. Using the full expanse of 
the keyboard has many technical benefits 
in addition to making the music more 
exciting and dramatic. Off-staff notation is 
ideally suited to exp ress multi-octave 
music. No tating beg inning music tha t 
moves over multiple octaves on the grand 
sta ff would present a reading challenge 
inappropriate for the first lesso n. If, in 
addition, black keys are used, a layer of 
complication is added that nea rly defies 
explanation during the first lesson. To 
illustrate this, the same pre-reading piece 
has been notated using off-staff notation 
(example 1, nex t page) and on the staff 
(example 2, next page) . 

A standard forma t has not yet been cod
ified for off-staff notation, unlike tradition
al grand staff notation. Consequently, 
there are subtle and important differences 
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in layout and style tha t ultimately shape 
the habits of our young readers. Each type 
of pre-reading notation must be evaluated 
in terms of how it communicates keyboard 
position, rhythm, pitch, and octave move
ment to the stud en t. Worthwhile begin
ning notation in volves the sa me essential 
processes needed to read traditiona l nota
tion, but simplified in a way that will lead 
naturally to reading on the grand staff. 

Ideally, any skill or habit that we teach 
our students should not need to be 
"unlearned" as a s tudent progresses. 
Therefore, all habits formed while reading 
off-s taff should help students transition 
easily to the grand staff. One common 
problem found in many off-staff notation 
systems is the overuse of finger numbers 
as a substitute for reading the actual pitch 
relationships. Reading finger numbers 
trains students to look not at the notehead 
to get pitch /interval information, but at a 
number jus t above or below the note. 
Clearly, this habit has no long-term use in 
terms of reading on the grand staff and its 
absence will certainly frus tra te many stu
dents who found success reading off-staff 
no tation . How a student processes 
pitch / interva l information is the very cor
nerstone of the reading process. If an off
staff notation system does not encourage 
the building of this life-long habit, it 
undermines our students' overall develop
ment. 

Off-staff nota tion libera tes s tudents 
from the unessentia l complica tions of 
music notation, but it also frees the teacher 
to accomplish more in each lesson. By sim
plifying the score and therefore a child's 
reading experience, pre-reading frees up 
valuable lesson time that would normally 
be devoted to teaching the intricacies of 
traditional music notation. This valuable 
time can be used to focus on the develop
ment of the student's aural, rhythmic and 

Example 2 

14~!.lh!.! : J J 
f r 

Here comes Jum - bo 

I 

technical skills tha t are so central to a 
piano student's early success and enjoy
ment. 

I use off-staff notation because it com
municates to children and their world of 
experience in a way that music written on 
the grand staff cannot. It a lso allows chil
dren to achieve a sense of total under
standing and mastery of the score from the 
very first lesson. Can s tudents who begin 
reading music on the grand staff become 

Example 1 

fluent readers? There is no question they 
can, but are they launched into the new 
world of music with the skills, attitudes 
and sense of ownership that will last a life
time? ... 

Ted Cooper is the Educational Director of the 
New School for Mu sic Stlldy in Kings ton , 
New Jersey. He is the CO-Iluthor of Side by 
Side, an elementary duet series published by 
Su mmy-Birchard. 

L R 
In Jumbo 
3 2 3 

llllil~) J J d 
gr eat big fectl 

i 

3 i 
J 2 J up the st r"et with 

f J 
i 
3 

Hero COlnes .]um - 1.>0 

"Jumbo" is reprinted from Side by Side by Cooper / Glennon, Summy-Birchard / Warner Bros., p. 4. 

,~I ' (/ • • - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - ') 

J J J 
J ~ J lI. ~ J 

I II r r 
up the street with IW3\· y steps aile! gn.' (tl big fl'CI I 

In the next issue: Why do you prefer a "Grand Staff" rather than an "Off-Staff" 
approach to beginning reading? 
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Let's Get Physical: 

Technique 
Scott McBride Smith, Editor 

Scott McBride s lIIitll is ExeC/lt ive Director of tile International Institute fo r Young Musicians il1 which cnpncity he directs SlIlIImer 
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How Do You Teach Early Level Students to Play with Good Tone? 

by Scott McBride Smith 

7 he piano is capable of so many 
marvelous tonal effects, and yet 
one must admit that the basic 

sound itself lacks a certain richness and 
variety. The autumnal warmth of a viola, 
the melancholy charm of a n English 

by Maryen Herrett 

11 ou have to be kiddin g! Right? I 
have this small person with fin 
gers the consistency of a l dente 
pasta, a tendency- no, a compul

sion- to avoid counting, w ho thinks two
times-through-the-piece (not counting, of 
course,) is "practi ce," and considers read
ing notes to be one of the m ysteries of the 
universe. I am supposed to worry about 
getting a good tone? Yes. The d evelopment 
of tone quality is inseparable from the 
things we teach from the very beginning. 
Can there be any kind of tone production 
without the body being placed correctly? 
Can we think of any way to produce a 
good sound without a good hand position 
supported by firm fingers? I d on' t think so . 
Sitting too close so that the a rms are 
cramped, sitting too far back on the bench 
so the weight is pulling us backward 
ins tead of forward into the keys, allowing 
the hand to roll over the fifth finger side of 
the hand, allowing the w rist to pop up or 
pull d own, producing tens ion, making 
sound by thrus ting the arm forward o r 
bouncing the hand up and down- all of 
this wi ll prevent the bea utiful tone from 
d eveloping. A curved finger is important 
but w ith the beginning student, I think the 
other factors are more important and, w ith 
the yOl/llg beginner, the fin ger streng th wi ll 
often d evelop very slowly. All of this ta kes 
time, sometimes a long time, and requires a 
real "never-give-up" a ttitude from the 
teacher. Once these things are in place, it 
will be time to think about the other move
ments that allow the va riety in attack that 
widens the tonal palate. 
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horn-these a re beyond the reach of the 
instrument, but can be suggested by an 
a rtist w ith sufficient imagination. How to 
begin this process with young s tudents? It 
isn ' t easy. 

Tha t you ca n expect the best and even 
more in the schooling of good tone is the 
premise of the three articles in this issue. 

Each author offers musical exa mples and 
practice techniques leavened w ith a good 
bit of practical psychology. Humor, too, 
plays an important role in the presen tation 
of these expert teachers. Their ingenuity 
w ill help any pedagogue improve his or 
her work in this important, but sometimes 
neglected , area. "" 

Images are a wonderful help in teaching touch . .. 

Repertoire is the easiest entry into 
learning how to produce a varie ty of 
sounds. There a re wonderful small pieces 
for even the most elementary s tud ents tha t 
offer opportunities for shaping a phrase 
w ith the use of weight and rotation, devel
oping the ability to play really softly, and 

With the basics of good 

posture and hand 

position, a lot of 

imagination, and good 

teaching, I believe that 

every student has the 

potential for creating 

good tone right from 

the start. 

learning to produce a loud but pleasing 
sound . 

I try to always choose music tha t w ill 
function as an etude. An example would be 
the "Waltz in d mino r" from Begilillers 
Pieces, Op. 39 of Kabalevsky. It is w ritten in 
such a way as to make the use of a weight
ed drop into the keyboard and a rotation of 
the hand to carry the weight to the nex t 
note an easy and uncomplicated act. The 

melody is based on a thumb to fou rth or 
fifth finger movement that allows a mos t 
na tural drop into the first no te, rota ting the 
ha nd up to the higher fin ge r, circling 
around and then re turning to a drop on the 
thumb. Thus at a very early stage the basis 
is set fo r the kind of weight transfer that 
w ill lead to truly lyrical playing a t a more 
advanced level la ter on . 

In this same waltz, the left hand accom
paniment must have a delicate, pianissi
mo sound which requires a light touch. 
Images are a wonderful help in teaching 
touch. For example, ask the child to imag
ine picking up a piece of down, or better 
yet, have a piece of down so tha t the stu
dent can try to pick it up. One cannot 
descend w ith any speed into a piece of 
down-it blows away. We kn ow that dif
ferent sounds are produced by the speed of 
the hammer-strike on the string, but this is 
a very hard concept to think about when 
we are p laying. Picking u p a piece of down 
or thinking of squeezing the key down
li ke pushing into a piece of clay o r coming 
down from above the key are both eas ie r to 
unders ta nd than fa st or s low key d escent. I 
w ill often "play" on the student's should er 
so he / she can feel the difference. Compare 
playi ng a loud chord with jumping. We do 
not sta rt in the air, we pLish off from the 
ground. 

The hardest thing of all is learning to 
listen to one's own sound. Even very 
early, we should encourage students to 
criticize the sound they have just crea ted. 
DisCLIss the character of the p iece-sweet, 
sad, march-like-and w hat kind of sound 



would be suitable. Look for pieces that 
will develop the imagination-pieces that 
float like clouds, or dance, sound angry, 
sad, funny, or that imitate different instru
ments. Trying to project this means trying 
to get different sounds that produce a vari
ety of tonal effects. Our voice and body 
language can help project the sound we 
want. If we want the student to play softly 

and gently, we should speak softly and 
gently and use flowing movements. If we 
want loud, strong playing, we can talk, 
gesture and sing with great enthusiasm. 

Ma ryen Herrett has taught piano forever and 
specialized in working with gifted children. 
She is technically retired but still enjoys teaching 
small groups of delightfu l children, and will 
probably go on doing it until she fa lls over. She 
does a bit of playing and quite a few workshops 
for teachers, and is having a lot of fun running 
her small bed and breakfast on the beautiful 
Eastern Shore of Maryland. 

With the basics of good posture and 
hand position, a lot of imagination, and 
good teaching, I believe that every student 
has the potential for creating good tone 
right from the start . .&. 

'} 
remember when I was just learning to play the piano. I 

was eager and attentive. A little restless, too. I remember 
being tired of p laying exercises and scales-SLOWLY. I 

was impatien t with all the details-notes, rhythm, dynamics, 
phrasing (the basic stuff!). I just wanted to play-and fast! (Doesn' t 
that sound fa miliar?!) Little did I realize that my teacher was striv
ing to teach me not only the rudiments of playing the piano, but 
also to develop my tonal control through various carefully 
planned exercises-to be played SLOWLY! Heinrich Neuhaus was 
righ t: students "sometimes (place) their focus on speed or velocity, 
ra ther than on good tonal contro!," and "mastery of tone is the first 
and most important task of all the problems of technique." (The Art 
of Piano Playing, New York: Praeger Publishers, 1973). I now "see 
the light. " 

As a teacher, I believe that playing w ith good tone requires 
effort by the entire body-the fingers alone can' t accomplish it, 
and that quali ty of tone is more important than quantity. I stress 
the importance of developing a good "body posture" to achieve 
this goal. With my beginners, we discuss and determine a good 
posture at the piano, distance of the arms to the piano and in 
relation to the body, bench height, and a good hand posture. I 
do not use the term "hand position" any more. My younger stu
dents relate better to the idea of a "hand shape" or "hand pos
ture," and they are less likely to "fix" their hand in a position. 

Producing a good tone also depends on the relationship of 
the arms to the hand itself. Arm weight is necessary to produce 
sound: more arm weight equals more sound. Even in the first 
lesson, after d iscussing body posture, we begin with dropping 
exercises, "d ropping" the hand onto the white keys as a cluster. 
We vary the dynamic level w ith the applica tion of more arm 
weight, and conclude each "d rop" w ith a fOllow-through by the 
w rist-some might call it a "wrist rolL" Although this type of 
exercise does not p roduce a beautiful sound, it is a step towards 
tonal control and tone production. (Personal note: I have had 
only one parent call to complain about the "crashing noises," as 
she put it. Evidently, her daughter spent considerable time 
practicing this exercise with grea t determination and dynamic 
energy, probably a li ttle more forte than necessary-and at 6:30 
a.m.!) 

I have found several exercise books helpful in developing 
tonal control. One useful work is Lynn Freeman Olson's Finger 
Starters (Carl Fischer) . While all of the exercises are excellent, I 
have enjoyed using the studies featuring chords. In many cases, 
these exercises require the student to use a variety of dynamics . 
This helps me focus on the role of the arm and arm weight, 
w hich is essential in achieving not only the dynamic range, but 
a good sound as well. Tied into all of this is the aspect of chore
ography-moving from one place to the next. I always insist 
that m y s tudents approach and conclude a pattern with 
"finesse." That means approaching the passage to be played 

Quality of tone is more important than quantity . .. 

with a good hand posture and arm weight to execute the sound, 
and leaving w ith a release of the hands that completes a "round
ed" sound. I have seen so many students striking each finger as if 
it were a small hammer, and then removing the "hammer-action" 
with a jerk! The sound, of course, is not p leasant. As teachers, we 
have to know what type of choreography best fits each piece, how 
much or little to do, and how it will affect the overa ll sound. 

Producing a good tone while playing legato is also important. 
Using simple five-finger patterns is another way to work on tone 
production. One of my students, Mitra, age 8, is thrilled to play her 
five-finger pa tterns! At each lesson, she dives for the bench and 
rips right in-yes, FAST. After slowing her down, we arrive at a 
successful performance of her routine. We make it a routine w ith a 
designated rhythm pa ttern, shaping each scale dynamically, 

EARLYCHI LDHOOD MUSIC 
WORKSHOPS 

JAN 13 - ALBUQUERQUE NM 
JAN 13-15 - SANTA CRUZ CA 
FEB 17-19 - PRI NCETON NJ 

Plus Orlando, Fort Worth, Seattle, Hartford, 
and other locations. Call for information. 

(800)718-1691 )(15 

www.musictogether.com 

Kenneth K. Guibnartin, Founder/Director 
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AN EXCITING & ESSENTIAL VIDEO GUIDE 
FOR ALL LEVELS OF PL~i'!O STUDY 

ascending and descending, so that it is always musical. I have 
found that selected exercises in Edna Mae Burnam's Dozen a 
Day (Willis) and the Technical Studies, compiled and edited by 
Jane Magrath (Alfred) provide wonderful exercises to develop 
tonal control in legato playing. 

FREEING THE 
CAGEJ#IRD 

Probably the most challenging aspect of developing a stu
dent's tone production is getting him or her to hear it. 
Listening for and recognizing good tone production is essen
tial. We can help instill this by playing for our students (using 
good tone, of course!), and having them listen to quality 
recordings of selected literature and performers that exemplify 
our standards of good tonal control. I often ask my students to 
close their eyes and listen to the sound they are prodUCing, 
purely as sound and good tone. We do not select a great length 
of the music, sometimes just a few measures, but the results can 
be very revealing. Rarely do our students listen to the sounds 
that they produce! I suggest this ac tivity for all students, but 
also dictate that you shouldn' t do it when rea lly tired, and not 
for great lengths of time' 

DEVELOPING WELL-COORDINATED, 

INJURY-PREVENTIVE PIANO TECHNIQUE 

wrrn 
BARBARA LISTER-SINK 

"Not everyone is a Rachmaninoff or a Rubinstein! I am sure that My motto is and will always be: QUALITY VS. QUANTITY! ... 
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 

Dr. Adrienne Wiley is Professor of Piano Pedagogy at Central 
Michigan University, where she teaches piano pedagogy, applied 
piano, and class piano. She also coordinates and teaches in the Piano 
Preparatory Program at CMU. Dr. Wiley is a frequent clinician, 
adjudicator, and performer, and has written several articles that are 
currently at press . 

IfiU minult.·s. $."),')5 .)ltls $4.75 shipping h .' lu.'(.' k or nWllc~ urdt.'rl . 

For information or to order, contact: WINCSOUNU,\I 

PO Box 10912, Winston-Salem, Nt' 271011 

TELIFAX 336/945-2304 • WEB SITE \\\\\\.freeingthecagedhird.com 

by Scott McBride Smith Teachers who neglect the development of good tone . .. are underestimating their students. 

'} 
believe that teaching elementary 

students the rudiments of good 
tone is closely related to their 

understanding of the principles of inter
pretation and their ability to listen care
fully and creatively. There is no reason 
that young students shouldn' t play expres
sively. Timing and tempo control can be 
taught, as can correct accentuation. But 
most important in the early stages of devel
oping good tone is helping each student 
develop his or her imagination, refined in 
tandem with dynamic control. 

The latter, though basic, is by no means 
easy. One out of ten students can produce 
forte and piano easily and without too much 
effort. Of the rest, most aren't paying that 
much attention. They count themselves 
lucky to hit a majority of the right notes 
and consider the lea rning process complete 
once they have done so. Those of the 
minority who do a ttempt to include 
dynamic markings in performance are 
often physically unable to control the 
sound. The result is a lot of banging, or, at 
the other extreme, a multitude of notes that 
don't sound, even though the keys are 
depressed. 
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Frequently the problem lies even deeper 
than a lack of physical coordination . Many 
students have little conception of what 
strong contrasts of feeling, reflected in 
louds and softs, actually sound and feel 
like. This lack of awareness has its roots in 
their way of being in the world, related 
perhaps to cultural and ethnic background, 
position in the family (oldest, middle or 
younges t), or even to an exaggerated 
respect for the teacher. Be that as it may
it will not be fixed by a too-narrow focus 
on pianism . In fact, I believe that it is best 
to begin tackling this problem away from 
the piano altogether. 

How to star t? I watch them walk into the 
studio. I look into their eyes and listen to 
them describe their favorite activities, talk 
about pets, and tell me about their week
end. A shy, introverted student, for exam
ple, will move tentatively and speak softly, 
or little. Her fingers gasp and stutter as 
they descend into the keys. So, we start 
over. "Walk into the room again," I gently 
tell her. "Put your feet down heavily, like 
you are stomping, then gently, like tiptoe
ing. Let's make up a story: if you were in 
your own house, what might cause you to 

walk so softly or so heavily? Sneaking up 
on your brother? Good. Walking like an 
elephant on the African veldt? Excellent. 
What does it feel like inside your body 
when you walk like this?" It is a blessing 
that my studio has wood en floors . 
Students can easily hear the sound their 
feet make as they step. A fast, heavy stroke 
with lots of leg-weight will thud; a quicker, 
lighter step, with a quick release, will 
sound sharper but softer. Plank floors 
allow students to "ice ska te" in their stock
ing feet, feeling a smooth transfer of weight 
from limb to limb, akin to the weight shift 
from finger to finger that takes place while 
playing lega to. 

Having experienced these various 
motions in the large muscle groups and 
related them to an imaginative process, we 
go to the piano. Tip-Toeing, by Janet Vogt, 
from the new Piano Discoveries: Young 
Beginner (Heritage Music Press, The Lorenz 
Corporation) is a fun piece, with a cutely 
traditional drawing (see next page). Both 
give us a framework for interpretive and 
dynamic variation. 

We start by making our fingers and arms 
tiptoe, like the animals in the drawing, 



pushing off the quarter notes in the 
first measure, and using a sideways 
rotation gesture for the longer motifs. 
Even when tiptoeing, a talented stu
dent can vary the release of key quarter 
notes, coming off the key slowly for the 
word "shhh" in measure five, and lift
ing more sharply on the word "quick" 
in measure seven. 

"How would the piece sound differ
ent if that were you in front?" I ask my 
student, "and behind you was your 
brother, chasing you because he want-
ed some cookies? The interpretive 
marking wouldn't read 'cautiously,' 
would it, and the piece wouldn't be 
soft. How about if the drawing showed 
two elephants dressed like soldiers, 
and we change the words in the first line 
to 'Stomp, stomp, here we go, marching 
very loudly. ' How would it feel to play 
reflecting these words, and how would it 
sound?" It goes without saying, but 
should be voiced anyway, that listening 
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and evaluating take place for every varia
tion. Elephants don' t sound harsh and 
bangy, merely big, and broad. Tiptoeing 
still makes a sound, though faint. Constant 
refinement and d emonstration by the 
teacher should be a given. 

Teachers who neglect the development 
of good tone and tonal variety are under
estimating their students. With proper 
guidance, creative tonal thinking and lis
tening can become part of every piano stu
dent's working process. '" 

Quarter Rest 

) - 1 beat 
~ or 1 count 

Say: one (or any beat) 
or say: la 
or say: reSl 

Before You Play - Count-ar.id Say: 

. .; t ~ ~ J ~ I ~ ' J J III l Sayl234 2 34 
~;" or I rest 3 rest I 2 ' 3 rest 

t']~j~ljjJ 
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Tip toe, tip - toe - ing, walk - ing ver - y soft Iy. 

I J J ~ I J J ~ ~ I J J J t II 
stop! Here we are. Quick! Let's grab the cook - ie jar! 

CHECK 0 ~:yery melody note is taking you somewhere - up, down, or even staying 
OFF! the same. Try this idea: as you mnve up, try making each. note a little 

louder; as you come dowlI, see if you can make each note a little softer. 

In the next issue: How do you supplement Method Book tee 
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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 Musica l College of Roosevelt University. 
He is an educational composer, has written articles for the major keyboard journals, and frequent ly presents workshops 011 various 
topics important to piano teachers . He is currently in volved in creating a library of pedagogical videotapes for instructional pllrposes. 

How does your experience with rhyt 

by Bruce Berr 

?It usic teachers have an advan
tage over teachers of many 
other subjects. As musicians, 

we continuall y experience how the large or 
sm all rhythms of an event affect our per
ception of that event. We are also well 
acquainted with the fact that an even t in 
time can have structure due to, among other 
things, its various rhytlID1s. Effective teachers 
of any subject, by necessity, d isplay a sensi
tivity to these temporal aspects of human 
experience, some m ore overtly than others. 

I still rem ember my geometry teacher 
from eighth grade, Mr. Solly. He was a 
large, large man who always sat very quietly 
a t his desk when the students were filing 
into the room. When he would lecture, he 
would solemnly stand behind his lectern, 
appea ring to be the p roverbial immovable 
object. But w hen it was time to get to the 
most difficult part of the course, the line-by
line logical proofs of the theorems, rhythmic 
hell broke loose in that classroom! While at 
the blackboa rd poin ting w ith a baton, 
Solly'S ro tund figure suddenl y became a 
bouncing, d ancing cond uctor as he 
"rapped" his way through the thicket of 
logic-part singing, part speaking, bristling 
with rhythm all the way. (H e may very 
well have been the very firs t ra p artist back 
in 1964 as his incan ta tions bubbled from 
the front of that classroom.) At fi rs t, we 
roared in shock at the sigh t of this burly 
man presumably making a fool of himself in 
front of a classroom of teenagers (outside of 
class, we ended up calling him "Jolly Solly"). 
But I can tell you assuredly that all of that 
year, whenever it was time to understand a 
new proof, the rhythm and music of his 
presentation not only seduced us into paying 
special attention, but it also somehow helped 
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make us aware of the rhythm and beau ty 
of a geometric p roof. Quite an accomplish
ment for a middle school teacher' 

Many skills of teaching can be deduced 
and enhanced by what music teaches us. 
For instance, one effective way to pace a 
lesson or class is to emulate the slow-fas t
slow-fas t tempo scheme of a Baroque con
certo grosso. On a more sophisticated level, 
admire the elegance of the lesson plan 

design above; with its ups and downs and 
clear single climax, it takes into account 
our unders tanding of the sa tisfaction pro
vided by the d ramatic structure of a sonata 
movement. 

Our two authors this issue, Steve Betts 
and Kathleen Murray, delve further into 
this question and provide us with insightful 
and fascinating ideas that will undoubtedly 
spur your own thinking on this subject .... 

by Steve Betts The rhythm of our curricula can cause lessons to soar . .. or bog down . .. 

/I piece of music played with 
secure rhythm is a joy to expe
rience. When s teadiness of 

pulse combines with the elastici ty of rubato, 
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when harmonic rhythms multip ly, crea ting 
the architecture of form, and when details 
coalesce into an organic, cohesive musical 
whole, performances can truly communi-

ca te what words cannot express . Just as 
rhythm brings life to musical performance, 
it can also empower our teaching as well. 
The rhythms of our speech, lessons, and 
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curricula can help propel our teaching, 
thereby lifting our students to new heights 
of progress. 

A steady pulse played with attention to 
the accents of meter and contours of phrase 
shapes as illustrated in the three notational 
examples at right, provides a solid founda
tion on which to build a musica l perform
ance. In the lesson, our speech provides 
this basic pulse to the lesson's rhythm. This 
brings to mind several questions. Because 
skillful teaching is a journey, not a destina
tion, I write these questions in first person: 

Does the rate and inflection of my speech 
contribute life to the lesson or does it sap 
the energy and enthusiasm this young 
mind and heart brought through the door? 
Am I convinced of music's va lue to this 
group of s tudents sitting in front of me and 
does my face communica te my belief to 
them? (This assumes, of course, that the 
students can see my fa ce.) Am I aware, 
moment by moment, of the psychological 
and motivational "acoustics" of this stu
dent on this particular day? Does the dry
ness of the student' s school day require a 
more defined rhythm on my pa rt? 
Conversely, do I allow the excitement of 
finally getting to play "Fur Elise" carry the 
lesson, allowing me the luxury of saving 
energy for later, more difficult parts of the 

tlfJ n In n In iJlfJ iJ In iJln n In n IDFJ II 
~ ~----------~ 

tin n In n In iJliJ iJ In Din n In n ITJrJ II 

~ ~----------~ 
tin n In n In iJliJ Fj In iJlD n In n li]FJ II 

From Developillg Piano Performance, Max. C. Camp, Hinshaw Music, Inc., Chapel Hill, 1981. p. 68. 
These examples first appeared in The Rhythmic Structure of Music, Grosvenor Cooper and 
Leonard B. Meyer, The University of Chicago Press, 1960, p . 2. 

lesson? How long has it been since I video
taped or audiotaped my teaching to deter
mine the vitality of my teaching perform
ance? 

Not only does the rhythm of our 
speech effect the quality of our teaching, 
but the rhythm of each lesson's activities 
can either enhance or detract from the 
lesson's effectiveness. A composition of 
only quarter notes would quickly become 
boring. But taken to the extreme, a piece 
with no meter or organization crea tes 
chaos. Do the lessons I teach benefit from a 

balance of unity and va riety? Do I always 
start with technique, progressing to old 
repertoire, rushing to introduce the new 
piece, leaving no time for sightplaying? 
Do I have at least ten different ways to 
start a lesson, creating a spark of interest in 
a lethargic student? Are the activities in 
the lessons I teach arranged to provide a 
balance between activities done sitting on 
the bench and those accomplished away 
from the piano? 

Lastly, and perhaps most importantly, 
the rhythm of our curricula can cause 
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lessons to soar with grace and ease, or 
bog down in the mire of frustration and 
confusion (for both the students and the 
teacher). The order, pace, and skill with 
which we introduce and review concepts 
needs to match the competency of each 
student or class we teach. 

I love to watch tennis. The finals of 
grand slam events such as Wimbledon or 
the U.S. Open often produce exciting 
matches-ones in which the skill levels of 
the two players are closely aligned. This 
close concurrence of challenge and possi
bility often draws the best performance 
from the contestants, raising the overall 
level of play and excitement. The 
rhythm of these matches literally 

plines that can help us improve our abil
ity to assign music and concepts. While 
I'm sure you will think of more, the fol
lowing two have proven useful in my 
teaching. 

The first is to keep a journal of each les
son . Shearon Horton, an independent 
teacher in New Orleans, recommended 
this idea to our pedagogy students at 
Louisiana State University and I have 
found it most helpful. Shearon summa
rizes each lesson the morning after the les
son. The lesson is fresh in her mind and 
she makes notes to help her as she pre
pares for the student's next lesson. This 

draws me to the edge of the sofa in 
my living room at times. This level 
of play could be considered a 
"flow" experience described by 
Mihaly Csikszentmihalyi in Flow: 
The Psychology of Optimal 
Experience1-one in which the chal
lenge of the task matches the skill 
level of the person involved. 
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diSCipline not only provides a written 
record of what occurred, but the process of 
writing what happened can sharpen the 
thinking concerning a student. New reve
lations prompted by the mental energy 
required to compose sentences can help in 
determining the best assignment for a stu
dent. Whether done on computer or with 
paper and pen, I highly recommend this 
activity. (See the sample entry from my 
own journal concerning a student of mine.) 

The second discipline I have found help
ful is the careful grading of repertoire. 
Repertoire assignments that stretch stu
dents too far beyond their skill level often 

result in anxiety, while an assign
ment that is too easy creates bore
dom. This delicate balance is a 
tightrope we all walk. New refer
ence guides and series of antholo
gies in the past few years have 
helped our profession greatly in 
this area. However, the teacher is 
s till the critical factor in this most 
important part of keeping the 
rhythm of the student' s progress 
moving at a steady pulse. Whether or not this flow experi

ence happens in music lessons 
depends grea tly on the teacher and 
the curricula prescribed for a stu-

ftf'trrDli':~ - ON L~V, e: OINN ('lfC£ \'1IAlt1 -g'i:TT'i~ . 
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The pursuit of lessons that 
move with ease and effectiveness 
is an exciting one. My goal is to 
enjoy the journey and cherish the 
moments when the pieces all fit 

dent. The tasks assigned should 
provide enough of a challenge, yet 
not overwhelm the student. 
Determining the correct level of 
challenge for students requires an 
inves tment of time and energy 
during the planning process . 
Through experimentation and 
experience, our ability to assign the 
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most appropriate challenge for a 
student can increase. Additionally, 
our practice directions should pro
vide enough detail so the student 
can begin to achieve flow experi
ences at home. 

There are a variety of disci-
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I Mihaly Csikszentmihalyi, Flow: The 
Psychology of Optimal Experience ( New 
York: Harper Collins Publishers, 1990),74. 

Steve Betts is the Coordinator of Piano 
Pedagogy and Class Piano at 
Louisiana State University. He is the 
Executive Director of the National 
Conference on Keyboard Pedagogy and 
an Educational Consultant fo r the 
Frances Clark Library for Piano 
Students. 

by Kathleen Murray Our very existence is organized in time . .. 

L et me explain how I got stuck 
when I made my initial attempt 
at answering this question. 

Many would argue that the most funda
mental element of music is its organization 
in time-its rhythm in the broadest sense of 
that word. As living beings, our very exis
tence is organized in time. Our hearts beat 
and we breathe rhythmically. There is 
rhythm in our speech patterns, our walk
ing, our daily cycles of sleeping and wak
ing, our weekly cycles of work and leisure, 
and our lifelong progression from youth to 
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old age. In that sense my "experience with 
rhythm" is inseparable from the process of 
teaching. I quickly found myself headed 
toward what might prove to be an inter
esting philosophical knot, but away from 
anything that would prove particularly 
useful to piano teachers. I found, however, 
a valuable insight in all of this: We are 
rhythmic beings working with a rhythmic art 
form. We should use that to our advantage, 
enhance it, build on it, while never taking it for 
gran ted. We should trust our own rhyth
mic nature and pay a ttention to the 

rhythms of our students. Like a fine com
poser, we should work to refine and make 
ever more artful the rhythms of our inter
actions. 

Practically speaking, when we think of 
rhythmically interes ting pieces of music, 
what works come to mind? Some pieces 
that immediately pop into my head 
include Stravinsky's "Rite of Spring," 
Beethoven' s "Fifth Symphony" and his 
Opus 109 piano sona ta, the Chopin 
Maz urkas , the third movement of the 
Schumann "Piano Concerto," and Tania 
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Christmas Music for Your 
Alfred 's Basic Piano Library 

Top Hits! Christl11as Books 
Level1A Levels 18,2,3,4 
16 pages, $5.95 24 pages, $6.50 each 

Here 's a new way to say "Merry Christmas" to your students! Introducing Top Hits! Christmas Books . These unique collections 
include festive new arrangements of pop Christmas music from Hollywood, television and recordings . No other student Christmas 
books include music with the popularity and quality of the carefully selected titl es in this great new series. 

The arrangers selected for this series include Sharon Aaronson, Dennis Alexander, Christine H. Barden, Tom Gerou, Margaret 
Goldston, Martha Mier, Catherine Roll in and George Peter Tingley. Arranged with care and creativity, these holiday hits are specially 
graded to fit precisely with Alfred's Basic Piano Library. These exciting collections are sure to make practicing more fun for your 
young students and piano lessons more reward ing for music teachers! 

LEVEL 18 (16936) 

A Holly Jolly Christmas 
Do You Hear What I Hear 
Frosty the Snow Man 
I Saw Mommy Kissing Santa Claus 
I'll Be Home for Christmas 
Jingle-Bell Rock 
Rudolph , the Red-Nosed Reindeer 
Shake Me I Rattle (Squeeze Me I Cry) 
Silver Bells 
Suzy Snowflake 
The Christmas Song 

(Chestnuts Roasting on an Open Fire) 

LEVEL 2 (16937) 

Feliz Navidad 
Frosty the Snow Man 
(There's No Place Like) Home for the Holidays 
Let It Snow! Let It Snow! Let It Snowl 

Mister Santa 
Nuttin' for Christmas 
Rockin' Around the Christmas Tree 
Rudolph the Red-Nosed Reindeer 
The Chipmunk Song 
When Santa Claus Gets Your Letter 

LEVEL 3 (16938) 

A Holly Jolly Christmas 
Caroling, Caroling 
Do You Hear What I Hear 
Frosty the Snow Man 
I'll Be Home for Christmas 
I Saw Mommy Kissing Santa Claus 
Jingle-Bell Rock 
Parade of the Wooden Soldiers 
Rudolph the Red-Nosed Reindeer 
Silver Bells 
Shake Me I Rattle (Squeeze Me I Cry) 

LEVEL 4 (16939) 

A Marshmallow World 
Christmas Is 
Happy Holiday 
It's Beginning to Look Like Christmas 
Let It Snow! Let It Snow! Let It Snow! 
Mele Kalikimaka 
Rockin ' Around the Christmas Tree 
Some Children See Him 
The Christmas Song (Chestnuts Roasting on an Open Fire) 
The Christmas Waltz 



Younger Piano Students! 

LEVEL 1A (17202) 16pages, $5.95 

Frosty the Snow Man 
Happy Holiday 
I'll Be Home for Christmas 
Let It Snow! Let It Snow! Let It Snow! 
Rudolph the Red-Nosed Reindeer 
The Christmas Song 

(Chestnuts Roasting on an Open Fire) 
(There's No Place Like) Home for the Holidays 
We Need a Little Christmas from MAME 

( (~ . -------
COMPLETE LEVEL 1 (17203) 32 pages, $695 

A Holly Jolly Christmas 
Do You Hear What I Hear 
Frosty the Snow Man 
Happy Holiday 
I Saw Mommy Kissing Santa Claus 
I'll Be Home for Christmas 
Jingle-Bell Rock 
Let It Snow! Let It Snow! Let It Snow! 
Rudolph the Red-Nosed Reindeer 
Shake Me I Rattle (Squeeze Me I Cry) 
Silver Bells 
Suzy Snowflake 
The Christmas Song (Chestnuts Roasting on an Open Fire) 
(There's No Place Like) Home for the Hol idays 
We Need a Little Christmas from MAME 

COMPLETE LEVELS 2 & 3 (17204) 32 pages, $6.95 

Do You Hear What I Hear 
Feliz Navidad 
Frosty the Snow Man 
I Saw Mommy Kissing Santa Claus 
I'll Be Home for Christmas 
Jingle-Bell Rock 
Let It Snowl Let It Snow l Let It Snow! 
Nuttin ' for Christmas 
Rockin ' Around the Christmas Tree 
Rudolph the Red-Nosed Reindeer 
Shake Me I Rattle (Squeeze Me I Cry) 
Silver Bells 
The Chipmunk Song 
(There's No Place Like) 

Home for the Holidays 



Christmas Music for Your 
Adult Piano Students! 
Alfred's Basic Piano Library 

Christl11as Hits 
Levels 1,2 
32 pages, $ 7. 50 each 

An important new dimension has just been added to Alfred 's adult piano courses! . iiiiiiiiii -S======:;;;;;~ 
Our adult Christmas Hits books are unique collections of festive new I iii 
arrangements of pop Christmas music. These special holiday arrangements of 
the current top Christmas songs from Hollywood, television and recordings are CHRISTMAS HITS perfectly graded to correlate with Alfred's Basic Adult Piano Course. 

The arrangers selected for th is series include Sharon Aaronson , 
Dennis Alexander, Tom Gerou, Martha Mier, Catherine Rollin and 
George Peter Tingley. The carefully chosen and superbly arranged 
songs in these exciting new collections are certain to make pop 
Christmas music more accessible to adult students at all grade levels. 
Whether playing for yourself or at Christmas gatherings, these 
great holiday hits wil l help make playing the piano an extremely 
enjoyable experience for your adults. 

LEVEL 1 (171 08) 

A Holly Jolly Christmas 
Blue Christmas 
Frosty the Snow Man 
Grandma Got Run Over by a Reindeer 
I'll Be Home for Christmas 
Jingle-Bell Rock 
Let It Snow! Let It Snow! Let It Snow! 
Mister Santa 
Rudolph the Red-Nosed Reindeer 
Silver Bells 
The Christmas Song (Chestnuts Roasting on an Open Fire) 
(There's No Place Like) Home for the Holidays 
We Need a Little Christmas 
What Are You Doing New Year's Eve 

LEVEL 2 (17109) 

A Marshmallow World 
Christmas Is 
Do You Hear What I Hear 
Happy Holiday 
I Saw Mommy Kissing Santa Claus 
It's Beginning to Look Like Christmas 
Last Christmas 
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CHRISTMAS HITS 

Let It Snow! Let It Snow! Let It Snow! 
Rockin' Around the Christmas Tree 
Santa Baby 
Shake Me I Rattle (Squeeze Me I Cry) 
Silver Bells 

Now available at your 
favorite music dealer. 

The Christmas Song (Chestnuts Roasting on an Open Fire) 
The Christmas Waltz 
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Leon's "A La Par." The list could go on 
and on. What are the characteristics of 
those pieces that generate this rhythmic 
interest? They are probably as numerous 
as the pieces that could be included on the 
list, but let me suggest a few. 

• There is an appropriate balance 
between: 

unity and variety; 

predictability and surprise; 

energy and relaxation. 

• The rhythmic units are simple enough 
to be comprehensible and complex 
enough to invite development. 

• There is a meaningful structure, with a 
carefully placed climax. 

The rhythmic structure and character of 
the music that we love can help guide 
and inform our teaching. We need to mir
ror the ideas of unity and variety, pre
dictability and surprise within the lesson 
format. For example, I am conscientious 
about giving my students a variety of 
repertoire for which they are prepared by 
studying a wide variety of technical exer
cises. But I do wish I could genuinely sur
prise them more often either with the 
materials or with my presentation of them. 
I think it is important to begin each lesson 
with some sort of technical warm-up 
because it provides a model for the stu
dent's practice routine and offers a useful 
element of predictability in the lesson for
mat. I find I can surprise my students a bit 
by isola ting a specific portion of a piece 
they have been practicing and using that 
for the warm-up. We can move seamlessly 
into their repertoire and they have an 
important reminder about the need to 
work through technical challenges by 
turning them into creative technical exer
cises. Another variant on this idea is to 
start by sightplaying a simple etude-like 
piece that prepares or reinforces a technical 
concept in one of their pieces. It is espe
Cially effective if that piece is a duet that I 
can play along with the student. 

Finding an appropriate balance 
between energy and relaxation requires 
as much attention from the teacher in the 
lesson situation as it does from a com
poser who considers the rhythmic charac
ter of a new composition. I deal with the 
ebb and flow of my own energy level, but 
I have to remind myself that my teaching 
must respond to each student's need to be 
energized or relaxed. At the end of a long 
day of teaching, I may feel the urge to talk 

Ntlw MIDI disktltttls/ 

Schaum 

Fi ngerpower'· 
Effective Technic for All Piano Methods 

MIDI ficcompanimqnt diskqttqs 
for Primqr, Lqvq! " 2 and 3Iivailab!~ Now! 

Schaum's New Web Store 
includes Detai led Descriptions 

and Contents of Each Book 

www.schaumpiano.net 

Schaum Publications, Inc. · 800-786-5023 
Family Owned 

Since 1959 

faster and move around more in order to 
keep my energy from sagging. That may 
be exactly the wrong approach for a young 
student who has been sedentary in school 
for seven hours and arrives at the lesson 
ready to burst with pent-up energy. If I 
learn that one of my high school students 
has had a full day of final exams, I may 
choose to delay by a week the introduction 
of the intricate slow m ovement of a 
Mozart sonata. On the other hand, all of 
us remember times when our teacher's 
high energy level was so contagious that it 
carried us through an en tire week of prac
ticing. 

Given the limited weekly contact time 
afforded most private piano study, my 
principle concern relevant to pacing is to 
get as much done as possible to allow the 
student to practice successfully until the 
next lesson. I have to remind myself that 
thirty or forty-five minutes of so rasch wie 
moglich (as fast as possible) will wipe out 
both student and teacher. All of us need 
the release provided by the second theme 
of a rhythmically intense sonata-form 
movement. We count on the charm of a 
minuet movement following an angst-rid
den slow movement. Our students require 
those same contrasts. 

This question of how my experience 
with rhythm helps me in the process of 
teaching has offered me a valuable oppor-

tunity to reflect on how my understanding 
of a key element of music informs my 
ideas about teaching music. My thoughts 
on the broader context in which we con
sider things to be rhythmiC have caused 
me to be more conscious of balance and 
pacing in all face ts of my life. This year, 
because of a temporary administrative 
assignment, I find myself employed full
time in the summer months for the first 
time since my student days. The pace of 
the entire year has been frenetic (a phe
nomenon with which all of us are too 
familiar) and I am craving the ex tended 
change of pace that the summer usually 
affords. I am reminded that all of us must 
work to protect precious moments of 
relaxa tion in otherwise highly energized 
lives and pace ourselves so that we don' t 
face burn-out at the very point that should 
be the "rhythmic" climax in our teaching 
careers . ... 

Kathleen M. Murray, NCTM, is Acting Dean 
of the Conservatory and Associate Professor of 
Piano at Lawrence University in Appleton, 
Wisconsin. Dr. Murray has appeared as soloist 
and chamber musician in recitals throughout 
the Midwest and is a frequent adjudicator and 
clinician. She is the president of the East 
Central Division of the Music Teachers 
Nationa l Association. 

In the next issue: How do you teach dance rhythms to early level studen 
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From the Inside Out: 

Motivation 

How can we link pedagogy, performance, and a cognitive 
approach to coping with performance anxiety? 

by Phyllis Alpert Lehrer 

A Pplying the principles of The 
Inner Game of Music to the 

. piano gives us opportunities to 
link pedagogy, performance, and a cogni
tive approach to coping with performance 
anxiety. 

As teachers we want our students to 
learn in a natural and relaxed way, gaining 
confidence and ultimately feeling capable 
of making musical decisions independent
ly. Part of our job is to help students con
nect to the music they study and perform. 
Often the key to making these connections 
is in the degree of focus and concentration 
during practice and performance. Inner 
Game strategies can aid in the development 
of this focus and relaxed concentration, 
substituting non-judgmental awareness 
and self-generated learning for more con
ventional "shoulds" and "should-nots. " By 
eliminating the obstacles that cause dis
traction and self-doubt, pianists can realize 
their potential in committed, convincing 
performances. 

In Joseph O'Connor's excellent book, Not 
Pulling Strings, he says, "The key to teach
ing and learning is where to place your 
attention." Frances Clark has admonished 
many a fledgling teacher that "teaching is 
not telling." Finally, a Chinese proverb 
imparts this wisdom: 

"Tell me, I'll forget. 
Show me, I may remember. 
Involve me, I'll understand." 

Consider the acronym "FEAR-False 
Expectations About Reality," also from Not 
Pulling Strings . Do students sometimes 
assume they will enjoy performing only to 
find they are terrified because of a lack of 
focus at some level of their preparation? 
On the other hand, the well-prepared con
fident and relaxed pianist often finds 
things go so well that the details of being 
on stage and performing are a blur. Barry 
Green, author of The Inner Game of Music, 
suggests that "our best performances 
somehow all seem to occur while we are so 
involved in what we are doing that we 
don't have time to think about it-to doubt 
our abilities, or become anxious and tense 
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up, or even to praise ourselves for a job 
well done ... " Sports Psychologist, Ken 
Ravizza, who works with Olympic ath
letes, describes a similar feeling for an ath
lete. In "Qualities of the Peak Experience in 
Sport," Ravizza describes peak experience 
as "the fusion between the perfect nature 
of the movement and the willingness to 
dispense with the usual caution of not 
making an error. The athlete is in charge of 
the situation .... comments or congratula
tions from a coach, another player, or spec
tators become unnecessary because the 
perfect quality of the experience is 
irrefutable." 

Th e In ner Game of Music Piano Workbook is 
designed to help pianists find a way to be 
conscious of what happens when things go 
well with their playing, when their full 
musica l potential is expressed, when they 
just know it "felt good" or "happened 
without even trying." In the early 1970's, 
educator, coach, and tennis professional, 
Timothy Gallwey developed The inner 
Game approach to learning and perform
ing. The philosophy has actually been 
around for thousands of years as part of 
oriental thinking. According to Gal1wey, 
we can find two games being played in 
everything we do: the outer game, where 
we overcome obstacles outside ourselves 
to reach an outer goal, e.g. winning a ten
nis match, or a piano competition, running 
a mile faster than last week, playing better 
octaves than ever before, or just "playing 
well." In other words, playing the outer 
game means succeeding in ways that we 
want to succeed. The inner game requires 
us to let go of inner obstacles such as fear, 
self-doubt, worry, poor concentration, 
memory difficulties, and, in general, self
consciousness. 

As a professional tennis coach, Gallwey 
noticed that the most secure students were 
those he had taught with a non-judgmental 
approach to coaching. These students were 
able to access their potential and their 
experience, thus benefiting by a more con
fident and open approach to learning. 

Barry Green first explored Inner Game 
ideas while he was principal double bassist 
in the Cincinnati Symphony and a faculty 

member at the Cincinnati College
Conservatory of Music. Green found 
Gallwey's principles of concentration and 
natural learning could apply as much to 
making music as to playing tennis. With 
Gallwey, Barry Green wrote The Inner 
Game of Mu sic. 

Among psychologists there is general 
agreement that any situation a person 
deems as self-evalua tive can be a source of 
stage fright or performance anxiety. For a 
musician that can mean a lesson, master 
class, jury, audition, competition, recital, or 
even remarks before a performance. I have 
a strong memory of my first public per
formance. At the age of six I was to play the 
Beethoven "Sonatina in G" for a school 
assembly. Whi le standing in the w ings just 
before I was to go on, my well-meaning 
first-grade teacher asked me to please 
announce my piece and composer. I went 
out on stage and began to cry. When she 
joined me, put her arm around me and 
asked why I was crying, I answered that I 
had not known I had to speak to the audi
ence. After she announced my solo, I confi
dently went to the piano. Despite starting 
in the wrong octave, I continued, without 
hesi tation, playing the next phrase in the 
correct octave. I was prepared to play my 
piece, but not to talk about it! 

In my own work, I find it useful for stu
dents to understand the three manifesta
tions of performance anxiety: physiologi
ca l, cognitive, and behavioral. There is 
comfort in knowing that uncomfortable 
reactions which seem to be personal and 
unique are widespread enough to have 
been studied and ca talogued. Moreover, 
there are techniques that can be learned to 
overcome or at least manage each of these 
reactions individually. 

Shaking hands, nausea, faintness, fast 
heartbeat, and other symptoms are among 
the physiological manifestations of per
formance anxiety. These originate with the 
"fight or flight" response that may have 
been adaptive for mobilizing the bodies of 
cave men to fight the threats of wild ani
mals. They do not, however, facilitate 
piano performance. Breathing techniques, 
progressive relaxation, autogenic training, 
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the Alexander Technique, the Feldenkrais 
method, and various meditation practices 
can be learned to help cope with physio
logical manifestations of stage fright. 

Behavioral manifestations of perform
ance anxiety include inappropria te 
rehearsal strategies, avoiding performance 
experience, poor time management, and 
many other variations of these behaviors. 
They are often considered together with 
cognitive manifestations such as inability 
to focus or concentrate, negative thinking, 
worry about memory or distractions, ca ta
strophising, and holding unrealistic expec
tations. Cognitive restructuring techniques 
and many ideas culled from cognitive ther
apy and educational psychology have been 
used to deal with these cognitive manifes
tations. Inner Game techniques are an ideal 
way to deal with problems of focus and 
concentration. 

Three Inner Game skills that help us con
nect to the music and move away from dis
tracting inner voices are the skills of aware
ness, will, and trust. Gallwey found that 
developing and practicing these skills 
could help athletes and musicians reach a 
state of relaxed concentration. 

Awareness exercises fo r musicians put 
them in touch with what is happening in 
the music, withou t any judgments about 
what is right or wrong. The player focuses 
on the sights, sounds, feelings, and under
standings about the music being played. 
For example, a pianist might be practicing 
a passage marked mp and engage in self
criticism for playing too loudly. A teacher 
might say to a student, "Please remember 
that good forte does not involve banging." 
An Inner Game awareness instruction 
would ask the student to "notice the differ-

ence between your softest and loudest 
sounds." This instruction involves no judg
ment for either student or teacher, yet it 
empowers the student to listen to the 
sound she/he is making. 

Will exercises teach the pianist to think 
in advance about the ways in which direc
tion and intensity will be created . This is an 
area of musical interpretation that depends 
upon information gleaned from teachers, 
concert-going, CDs, books, intuition, and 
more. Decisions are made about technique 
and clarify how technique is to aid inter
pretation. For example, a pianist might 
begin to playa minuet from the Notebook 
for Anna Magdalena, or a more advanced 
dance from a partita . Everything about the 
performance can be correct, yet the pianist 
feels detached and unable to connect to the 
music. The pianist can plan and practice in 
advance that a Bach minuet evokes a feel
ing of nobility, an atmosphere of pre
scribed manners and formal dress; this can 
be reflected in choice of tempo, rhythmic 
emphasis, and articulation. In similar 
ways, pianists at any level can practice 
clarifying the intention and meaning of 
their repertoire in advance. This strength
ens their commitment and their confidence 
when they are performing. 

Trust exercises help pianists explore the 
image, quality, or idea that is being 
expressed in the music by focusing atten
tion on becoming the essence of that 
image, quality, or idea. For example, in Jon 
George's "Tiger Stalking," the teacher and 
elementary piano student might want to 
identify and picture which animal the tiger 
is stalking: a colt, calf, baby deer? How can 
the music crea te that scary atmosphere of 
the pacing tiger: dynamics, accelerandi, 

Y-tlcultlf 
Australian Stri ng Quartet 

Jean BaIT 
Diane Birr 

I tiTUtu1~~tu1l 
PI~NO WO~~H~OP 

Otte'lL11,}S 
Pedagogy: Beg - Adv 
Repertoire: Beg - Adv 

Master Classes 
Accompanying 

Jazz Improvisalion 
Imernarional Feslival 

ofConcens 

~Onl UU~ 
Tonv Cal'amia 

Karin Greenhead 
RU lh Harte 

Man ha Hillev 
Fernando LJires 
Sandra Slauffer 

Nelira True 

join Nelita ('[;tue in 

')oi11 us ten 
In·deprh offerings 

Mav be r;!X·deducrible 
Academic credir available 

0plionall rips to 
Rainforesr, Fraser Island, 

Mounrains, Koa las ~ ~ 

Also 
General Music 

Choral Conducling 
Strings 

Orchestral Conducting 
Watercolor 

www.internalionalworkshops.Ol'g 

-# 
Mite, call. b\, c-mail: Dept K, 187 Aqua View Drive, Cedarburg, WI 53012 

ii': 262-377-7062; fax:262-377-7096; e-mail: thintz(u 'execpc.com 

30 KEYBOARD COMPAi\IION/WINTER 2000 

letting out the "roar," putting one's "all" 
into the cluster ending? At an advanced 
level, in the "Andantino" from 
Schumann's Sonata in G minor, Op. 22, how 
does a pianist establish the melancholy 
wistfulness of this gorgeous movement? 
Trusting to the experience of those feelings 
and recreating them through choice of 
tone, dynamiCS, rubato, and harmonic col
oration can enable the pianist to get in 
touch with the feelings expressed in 
Schumann's music. 

In a typical Inner Game workshop for 
pianists, I like to define performance anxi
ety to help establish the context for the 
focusing and relaxed concentration the 
Inner Game techniques help achieve in both 
practicing and in performing such as has 
been described above. The next stage is to 
do some of the funny and informative 
"UnMusical" exercises detailed in the Inner 
Game Workbooks. These enable musicians to 
become accustomed to the Inner Game 
skills of awareness, will, and trust. 
Favorites among these are the awareness 
exercises where pianists choose a partner 
and contrast greeting that person with a 
conventional visual acknowledgment only 
(a bow, a nod of the head, a smile) vs. mak
ing a ridiculous face at their partner. A sec
ond favorite and important "UnMusical" 
exercise is the simultaneous reading exer
cise where both partners read aloud to one 
another, reading completely different para
graphs with the instruction to "listen 
intently to everything tha t is being read at 
the same time carefully noting what he or 
she is reading." The analogy of simultane
ously reading and listening to playing the 
piano and listening to the music at the 
same time as listening to a series of instruc
tions inside your head ("don' t rush ... great 
trill ... careful ... here comes the hard part 
... ") is a powerful one. Perhaps the great 
favorite among the exercises is the trust 
exercise where pianists give one another a 
massage, feeling for tense muscles and giv
ing their best as amateur masseuses to 
release the tension in their partners. Then, 
the instruction changes to an Inner Game 
instruction to give one another massages 
while imagining that they are working 
with pizza dough. 

The final stage of a workshop is to have 
par ticipan ts play an excerpt from a piece of 
music they want to perform. The pianist 
then decides what in the piece did not feel 
convincing or where they themselves felt 
uninvolved or uncomfortable. 

Serving as the pianist's guide, I choose 
the master skill that may enable the pianist 
to focus and connect to the music. From 
the dialogue that emerges at workshops, 
and from the suggested dialogues that 
accompany each of the exercises in the 
Workbook, it becomes clear that there are no 



right or wrong answers as to how one 
should or should not feel while doing them. 

In developing the exercises and dia
logue for the Inner Game of Music Piano 
Workbook, Barry Green and I sought to 
enable pianists and their teachers to get to 
the heart of musical and pianistic focus, 
enabling them do justice to Timothy 
Gallwey's formula P=p-i: P (Performance) 
equals p (potential) minus i (interference). 
In choosing and recording the seventy 
musical examples from elementary, inter
mediate, and advanced piano repertoire, I 
wanted pianists to have a variety of musi
cal models and styles to use for exploring 
the skills of awareness, will, and trust in 
their home practice and / or at lessons. 

P=p-i 
P (Performance) 

equals p 
(potential) 

minus i 
(interference) 

Having used the Inner Game techniques 
in my own teaching, practicing, and per
forming, and having conducted numerous 
teacher and student workshops, I remain 
excited by the positive impact they continue 
to make on me, my students, and my col
leagues in music. Eliminating traditional 
"shoulds" and negative judgments from 
our teaching and learning lead us to those 
states of "relaxed concentration" that free 
us to listen well and to make confident and 
creative musical decisions . • 
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It's Never Too Late: 

Adult Piano Study 
Brenda Dillon, Editor 
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by Brenda Dillon 

11 ou know you are asking a wor
thy question when you are inun
dated with writers wanting to 
answer it and give you their per

sonal experiences. A previous issue of 
KEYBOARD COMPANION asked for 
answers from the perspective of adult stu
dents and another asked for answers from 
the perspective of teachers of adult stu
dents. Having received more copy than 
those issues could print, I am now repeat
ing the question for this and a future issue. 

It's gratifying to me as a pedagogue that 
adult piano s tudy ca n be an equally 
rewarding endeavor fo r both the student and 
the teacher. We hea r teacher complaints 
that adult s tudents miss too many lessons, 
fall behind in their prac tice, become 
increasingly discouraged, and ultimately 
drop the lessons. In fact many teachers pre
fer not to teach adults for those reasons. 

However, when it works-it really 
works, as verified by three adult students 
in this issue. It's obvious that all three have 
had nurturing teachers who are knowl
edgeable about teaching adults. Any adult 

by Patricia Bulka 

'1 f you're an adult thinking of taking 
piano lessons, call a piano teacher 
this week! My story begins sixteen 

years ago when my thyroid gland mal
functioned, causing a dramatic rise in my 
blood pressure. An ambulance transported 
me to a nearby hospital, and I woke up the 
next day in the intensive care unit. I was 
only forty-seven years old. 

When I was able to return to work at our 
city library, I noticed my left hand was 
very weak. I learned from my doctor that 
there was a possibility of a stroke. As I 
needed strong hands for my library job and 
my volunteer work with an ambulance 
service as an emergency medical techni
cian, I decided to exercise my left hand. 
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o plan to begin taking piano lessons? 

who lives in the proximity of the 
Montgomery County Public School Adult 
Education Program in Bethesda, 
Maryland, will want to get to know Anne 
Maysa k, the instructor of two of our 
authors. They definitely credit her as being 
the idea l partner in their learning ventures. 
Although it wasn't for publication, one 
author sent me an arrangement of 
"Edelweiss" with all new words that her 
piano class had prepared for Anne. I espe
cially appreciated their caveat at the top of 
the page: With apologies to Richard Rogers, 
Oscar Harnmerstein, II, and poets-in-general. 
That humor reminds me once aga in why 
teaching adult students can be so much fun. 

In a planning meeting held in the fall of 
1999 in Chicago, a group of pedagogues 
met to discuss content and direction of a 
future pedagogy conference under the aus
pices of the Frances Clark Center for Keyboard 
Pedagogy. As a discussion leader for s tu
dents age 50 through retirement, we articu
lated the fo llowing: 

• A baby boomer turns 50 every 8 seconds. 

• The population (50 and above) controls 
80% of discretionary spending. 

• This age group is generally in better 
health than their parents were, although 
some have arthritis and vision problems. 

• They can be divided into three cate
gories: retired, retired but still working, 
and non-retired w ho have time for 
leisure activities. 

• After a certain age (which varies widely), 
adults want a "Cheers" environment: 
where it's safe, fun, and everybody 
knows your name. 

• Although some may not want traditional 
piano instruction, they do not want to be 
patronized or trea ted with less dignity 
because they want ano ther kind of 
instruction (e.g. EZ Play). 

• In many cases their goa ls are often emo
tional rather than physica l, and social 
rather than musica l. 

Stay tuned for further developments on 
the pedagogy conference (it's the National 
Conference on Keyboard Pedagogy now 
scheduled for July 19-21, 2001, at the Hyatt 
Regency Oak Brook Hotel in Oakbrook, 
IL), and read on for even more reasons why 
teaching adult students is so rewarding . ... 

Attitude and practice are the essential ingredients for success. 

Nothing I could think of had any appeal 
until I read an article about a child playing 
the piano. I contacted a piano teacher, pur
chased a keyboard, and declared to my 
husband I was ready. I had a mission. This 
was something I could do. 

Before my first lesson, I gathered my 
wavering courage and dragged my feet to 
my teacher's house three blocks away. My 
confidence fled when I sat at her piano. The 
keys looked more like teeth than black and 
white rectangles. She saw my apprehen
sion, assured me the keys wouldn' t bite, 
and neither would she. I relaxed just a bit. 

In the beginning, I struggled with each 
piano lesson, and practice sessions at 
home were very stressful. I expected per-

fection. During one practice session, I was 
so frustrated that I threw my lesson books 
on the floor, jumped up and down on 
them, and then sa t down at the keyboard. I 
didn' t play right away because I was too 
busy laughing at myself and the dirty foot
prints I had left on my books. (I hadn' t 
removed my garden shoes!) 

From then on, I decided to control my 
frus tration and adopt a new attitude. I 
became like a kid enjoying a lollipop. I sat 
and played easy songs in my books and 
had a great time planning an explanation 
of the dirty footprints on the books. 
Thereafter, I was a changed person with 
each new assignment. I even invented silly 
mistakes just for fun. Anxiety left when I 
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gave up my perfectionist attitude. I was 
too relieved to ever allow it back. I no 
longer worri ed if I missed practicing 
during the week. My teacher noticed 
the change, as it was a good one. 

Several years later, my teacher 
informed me she was moving and 
asked me to teach some of her begin
ning students. I was stunned and ini
tially refused because I felt uncomfort
able with the idea . My next teacher 
encouraged me to take these students 
and augmented my curriculum with 
scales, tons of exercises, methods, theo
ry books, and supplementary music 
books. Although I worked part time a t 
the library, I began teaching piano in 
the evening. It's been a busy schedule, 
but I' ve loved it. With this teacher as my 
mentor, I have now been teaching for 
ten years. 

Some of my beginning adult stu
dents were more nervous than I ever 
was. One of them even vomited at the 
firs t lesson! And except for having 
beginning jitters, none of the students 
are alike. Some have neve r stopped 
being nervous and others have relaxed 
just short of falling asleep . Adults need 

the most reassurance and although my 
story helps them, they know their progress 
is literally in their own hands. Attitude 
and practice are the essentia l ingredients 
for success. 

Although I was never well enough to 
resume m y vol unteer work with the 
ambula nce servi ce, my piano studies and 
my teaching have kept me go ing. I'm now 
sixty- three years old, have a lazy left hand, 
wear two hearing aids, and have cataracts 
on both eyes. Although I have reduced the 
number of students I teach and plan to 
retire soon, my piano, my lessons, and m y 
students have been like a brea th of fresh 
air, a galloping an imal, a wa lk in the park, 
a babbling brook, and a vacation from the 
daily routine. Mllsic makes Illy 50 111 sing. 
What a jour/ley' Sign langllage lIlay be my 
ff ext one. '" 

Patricia Bulko is married, has two sons, and 
three grandsons. She worked at the public 
library in Vassar, Michigan, helped start the 
Vassar Area A,."bulance Service, and helped 
es tablish a new library in another town. After 
several years of piano lessons, her teachers 
eflcouraged her to begin teachiflg beginning 
piano students . 

by Sybil Barnaby This experience has impacted the developmental, emotional, and social aspects of my life. 

'} 
am an adult piano s tudent who 

started piano lessons at age 57 with 
no previous exposure to this activity. 

I chose this path because of my love for 
classical piano music and a long-held 
yearning to play. I was finally able to satisfy 
this yearning when I learned that Mont
gomery County Public Schools, Maryland, 
offered group piano lessons for adults as 
part of their adult education program. 

My teacher, Anne Maysak, has a special 
gift for teaching adult learners in groups. 
Under her guid ance we learn to analyze 
and explore music that at first appears to 
be impossible to intermediate students. 
Staying prepared for these lessons isn' t 
easy, but T do find the process rewarding 
and I h ighly recommend piano lessons to 
anyone who is interested . This experience 
has impacted the developmental, emotion
al and social aspects of my life. 

Learning to play the piano has given 
me first-hand proof that growth and 
development do not cease when one 
becomes an adult. As 1 practice my sca les, 
learn a new piece, or playa more advanced 
piece, r can see my growth as I improve 
these sk ills (including sight reading, tempo 
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a nd dynamic changes, and using the 
pedal). For example, a t my fi rst recital, my 
piece was two lines long and with no acci
dentals . At su bsequent recita ls I performed 
pieces that were two to three pages long, 
with multiple accidentals, sections that had 
to be repeated, and even pieces that 
required page turns! 

I know that [ will never be a concert 
pianist, but the growth and development 
that I experience from playing the piano 
brings me joy, as well as personal and emo
tional satisfactio n. It connects me with a 
part of my being that rejoices when I spend 
time p laying, and I am never bored or lone
ly, since I can always find a piece to keep 
me focused. 

I have had several emotional moments 
with my piano playing, but one of the 
most memorable happened early in my 
piano-playing experience. As a registered 
nurse, I work full time on the evening shift. 
Occasionally I have a day off on the day I 
attend piano class. On one of these days, I 
returned home after Anne had introduced 
the class to pedaling and immedia tely 
attempted to get the feel of it. I knew 
adding the pedal to playing with both 

hands and counting would take increased 
concentration . After mastering the firs t two 
lines of this new piece withou t the pedal, I 
decided that it was time to introduce it. I 
played the two lines over and over, some
times correctly, sometimes not. I was really 
pleased because I was playing with both 
hands, counting a loud and using the 
peda l, which was qui te an achievement for 
me. 

But I was unawa re of the effect that the 
richness of the sound had on my emotions 
and I could hard ly believe that I was pro
ducing it. Before I knew it, tears were flo w
ing down my cheeks and I didn' t know 
why. O n reflection, I believe it was the joy 
of sensing something g reater than myself, 
something in tangible that poets w rite 
about or painters paint. 

All I ca n say is that I go t a message tha t 
this was a healthy activity. After reve ling 
in the moment, I reco rd ed the experience in 
my journal. A quote from that day reads, 
"From this point forward, I know that 
learning to play the piano is a life long path 
fo r me. My goal is not to arrive but to enjoy 
the journey as I learn and lea rn." Later that 
day I shared the experience with a friend 



and with my sisters, who gave me much 
encouragement to continue to enjoy this 
activity. 

I usually invite family members, friends 
and workmates to attend recitals and they 
do whenever they can. Some have 
wa tched my progress and wondered how 
I find the time to practice. When I perform 
for them, at recitals or at home, they are 
tolerant of my errors as well as of my 
abuse of the piece I am learning. However, 
I feel good not only because of my accom
plishments, but also because my enthusi
asm for the piano encouraged two of my 
colleagues to begin lessons. In addition I 
have a younger sister who is planning to 
begin classes. 

This is my advice to poten tial piano 
students: You are never too old to start. 
Find and work wi th a teacher with whom 
you feel comfor table. Be consistent in your 
practice and persistent in your learning. 
Do not measure YOllr progress by the notes that 
you miss, but by the ones YOll play correctly. 
Laugh at yourself, be patient with yourself, 

by Lucille ReHman 

g' ecause of financial reasons, I was 
unable to take piano lessons as a 
ch ild. I enjoyed listening to others 

play and was probably jealous of those 
who did. As an adult, I never had time nor 
energy to pursue piano lessons because I 
was studying or teaching math at a univer
sity, raising small children, moving to for
eign s tations as the wife of a U.S. foreign 
service officer, or serving as an administra
tor of a number of multi-billion dollar fed
eral programs. 

Montgomery County's adult educa tion 
program, an excellen t piano teacher, and 
my retirement have made it possible for 
me to realize some of my ambitions. I don' t 
really expect to perform at the Kennedy 
Center, because after all, I'm almost an 
octogenarian and would probably have 
difficulty climbing the steps to the stage. 
But that limitation does not decrease my 
enthusiasm for continuing my lessons and 
my enjoyment in the results. 

An important consideration in my enjoy
ment is getting to know Anne Maysak, my 
teacher. I am impressed with her knowl
edge, her patience, her consideration of her 
students' weaknesses and strengths, and 
her ability and devo tion to teaching. I am 
learning a new, interesting and lively skill, 
and enjoying both the experience and the 

AMERICAN-RUSSIAN PIANO INSTITUTE 
ST. PETERSBURG, RUSSIA 

Frances Larimer - Donald Morelock, Directors 

JUNE18 - JULY 5, 2001 (pending airline schedules) 

Lessons , Masterclasses , Lectures , ReCitals , Excursions 

2nd Shostakovich Piano Competition 
Cash prizes plus debut recitals 

Students registering for the institute may apply to enter by tape audition 
Competition applications due March 5. General applications due April 5. 

For brochure & application , contact : 
Frances Larimer Email: f-Iarimer@northwestern.edu 
2760 Crawford Ave. Fax: (847) 328-2776 
Evanston, IL 60201 Phone: (847) 328-3728 

and I promise YO ll will discover tliat there is joy 
in this journey. 

Sybil Barnaby has a Masters Degree in IlfIrs
ing management and is a certified psychiatric 
nu rse. She currently works in psychiatric 
research at the National Institute of Health ill 

Bethesda, Maryland. She received her educa
tion in Jamaica, West Indies, and in England. 
She has also worked as an operating room 
nllrse and as a midwife. Sybil enjoys playing 
the piano, the theatre, gardening, traveling, 
writing letters and spending time with her 
nieces and Ilephews. 

I don't really expect to perform at the Kennedy Center . .. 

results. There are, of course, some frustra
tions. My short memory (known as "senior 
moments") makes every piece seem like a 
new challenge, regardless of how many 
times I' ve practiced it. I envy my grand
sons, who can play from memory, and can 
also improvise when their fingers or mem
ory fa il them. In my next life ... 

I am also en joying the friendship of 
other students, both in class and in other 
activities. This is one of the reasons I prefer 
group rather than priva te lessons. Anne 
has managed to combine us into compa ti
ble groups where each of us has an oppor
tunity to be challenged, as well as helping 
and learning from others in the group . 
Some individuals may go more slowly 
than they would if the teacher gave exclu
sive a ttention to them for an hour. 
However, the pace is thoroughly consistent 
with the amount of practice time and effort 
that I can devote to the lessons. I am confi
dent that should I develop an unusual 
spurt of piano genius, Anne would pro
mote me to a more advanced group. 

The tui tion for a group piano course is 
affordable for each member, but the total 
for the group makes it possible to attract an 
exceptiona lly well-qua lified teacher. 
Furthermore, paying in adva nce each 
semester deters me from giving up when a 

light and transient obstacle presents itself. 
While I am reconciled to no t having a 

concert tour, I do want to learn to play 
pieces familiar to my family. Accordingly, 
I have enjoyed Alfred 's Basic Adult All Time 
Favorites. I am also pleased with the books 
that have CDs and disks that present both 
piano solos and accompaniments. It helps 
to have ready access to hearing how an 
expert thinks the piece should be played . 
Not only have my lessons been fun, but my 
fam ily is relieved that I have learned to rec
ognize when I play incorrect pitches. 

The location of the piano in the home is 
probably another sign ificant success fac
tor. Ou r piano is located near our washer 
and dryer. I manage to do the laundry 
while I practice. The side benefits of my 
piano lessons and practice are the cleanest 
clo thes my fa mily has ever had ! ... 

Lucille Reifman , ScD. , has lectllred on mathe
matics and statistics at American University in 
Washington and at the University of Paris in 
France. She was senior exeC!/tive of the U.S. 
Federal Service, Associate Commissioner of the 
Federal/State Medicaid program and of the 
U.S. Department of Education (Nat ional 
Center for Education Statistics). Lucille happily 
retired a few years ago to begin her career with 
the piano. 
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Putting It All Together: 

Repertoire 
Marvin Blickenstaff, Editor 

Marvin Blickenstaff, co-author of Music Patlnrnys and Celebration Series: A Handbook for Teachers, teaches at the College of New Jer5e1j (Ewing), The 
Westminster Choir College and Conservatonj of Rider University (Princeton), and the New School for Music Study (Kingston, NJ). Each summer he 
is on the facll lhj of the International Workshops. Recently he has been named Presidellt of the Board of the Frances Clark Center for Keyboard Pedagogy. 

When you know that hig 
what reper 

by Marvin Blickenstaff 

rI frequent comment heard from 
teachers runs something like 
this: "I don't expect my s tudents 

to become concert pianists. 1 just want them 
to enjoy piano for the rest of their lives." 

Althou gh KEYBOARD COMPAN ION is 

focused primarily on elementary instruc
tion, the question posed for this column 
penetrates to the core of our educational 
philosophy: How do we prepare our stu
dents for a lifetime of musica l enjoyment? 
We face that issue most drama tica lly when 
planning a final year of instruction w ith 
high school students. What repertoire 

should they have covered? Wh y? And 
what ski lls are necessary for our stud ents 
to be independent learners? Each of our 
four respondents faces that question annu
ally in her studio. Interestingly, each 
teacher approaches the topic differently, 
and provides us with challenging thoughts 
and studio procedures .... 

by Jean Fox Repertoire covered in these precious high school years will enlarge their world . .. 

rI good dentist works to reduce 
the need for his services. So 
does a good piano teacher. 

Since our success can be measured by the 
number of s tudents who con tinue play ing 
on their own, I place specia l emphasis on 
my s tudents' repertoire during their final 
year of study. 

Prior to the senior year, s tudents study 
music of all periods and styles and acquire 
technical and theore tica l skills . This foun
dation enables the student to embrace a 
more expansive repertoi re. In addition to 
choosing compositions for a lifetime of 
pleasure, I use this final yea r to develop 
independent lea rning skill s. When some of 
these students re turn for s tudy years later, 
they often request to play these same classics. 

Sarah, Phil and Lisa a re three students 
who chose slightly different approaches to 
their final year of lessons. They all 
expressed the desire to p lay serious reper
toire, but with differing objectives . Sarah 
loved the popular classics that made her 
feel like a "rea l" pianist. She was a born 
performer. Phil had a special appreciation 
for Bach fugues in addition to the well
known classica l repertoire. Li sa loved 
Mozart above all. She was not a confident 
performer, but she wanted to learn as 
much Mozar t and Bach as she could that 
final year. 

Since each student's goals were differ
ent, 1 suggested four considerations to 
help us determine the choice of literature: 

1. The students could propose pieces they 
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had always wa nted to play. 
2. I offered a selection of compositions as 

expanded possibilities. 
3. We evalua ted the stud ent' s exposure to 

contrapunta l music, romantic music, 
sona ta form, and master composers. If 
the s tudent had not covered these areas, 
we did so that final year. 

4. The student d ecided which pieces were to 
be memorized. Less memorizing enabled 
the s tudent to learn more litera ture. 

Because Sa rah, Lisa and Phil were differ-
ent in their needs, they were different in 
their choices . Sarah wanted to learn the 
Moza rt "Fantasia in 0 Minor;" Bee th oven's 
"Pathetique" sonata and " Moonlig ht" 
sonata, a nd a few showy MacDowell 
pieces. We expanded her repertoire by 
including Debussy's "Le Petit N egre" and 
Brahms' "Rhapsody in G Minor." She 
loved these big, important pieces. 

Lisa started serious practice for me when 
she bega n lea rning Mozart. In time, she 
developed an affinity for the contrapuntal 
works of Bach . The broad range of music 
she covered in junior and senior high 
school allowed her now to concentrate on 
her favorite composers. 

Phil loved to perform. He gave a solo 
recital before entering a college of engi
neering. Some of his favorites included 
Chopin's "Raindrop" prelu de, a Bach 
fugue, and Bee thoven's "Moonlight" 
sonata . 

For some of my students, I use arrange
ments and simplified versions of larger 

compositions in this final year. Even a student 
playing intermediate level repertoire ca n 
lea rn the simplified version of Lisz t's 
"Hunga rian Rhapsody" in John Thompson's 
Book 3. This arra ngement captures the 
thrill of the larger work and is an exciting 
experience for the less advanced pianist. 

Sometimes students choose a composi
tion inappropriate for their current level of 
ad vancement. If a selected composition is 
easier than their repertoire level, we create 
an independent stud y project. If a compo
sition seems too difficult, we discuss the 
practice strategy tha t will conquer the 
piece over a longer period of time. 

Students love to choose the pieces they 
will perform on their graduation recital
be it a solo recita l or one composition on 
our final s tudio recita l. If the s tudent 
prefers to perform in an ensemble, that 
adds yet another dimension to a senior year. 

Whether students return to study in 
later years, or continue to play independ
ently, the repertoire covered in these pre
cious high school years will enlarge their 
world and lead them to a lifetime of 
involvement with music .... 

Jea n Fox teaches piano in her hOl/1e in 
AllentowlI, PA. She has been President of the 
Penllsljlvan ia State Music Teachers Associatioll , 
of the Eastern Division of MTNA, alld served 
on the MTNA Board of Directors from 1996-
1998. She was selected 1988 PA Distinguished 
Teacher of the Year and in 1994 received the 
PA MT A Distinguished Service Award. 



by Anita Renfroe To sustain a lifetime of piano enjoyment, our grads must be able to sight-read f luently. 

W hen w e send our graduating 
seniors off into the world, they 
should carry two bags. One is a 

suitcase filled w ith repertoire, each piece 
prepared with care.1 The other is a tool
box filled with the sk ills to last for a life
time of musical activity. 

The toolbox 
Every piano student needs the following 

gear to sustain a lifetime of music- making: 
• A good grasp of music fun da mentals; 
• A sound techn ique; 
• Sight- reading skill; 
• Basic knowledge of music history, com

posers, style periods, and socia l context; 
• Performance experience. 

The fundamentals 
The best way to lea rn music fundamen

ta ls-melody, harmony, and rhythm-is to 
analyze their roles in a composition. I want 
my graduating seniors to be able to define 
the melod ic shape, determine w here the 
music breathes, and identify repeated 
phrases and sequences that combine to 
produce longer sections in a composition. 

Duets, 

accompaniments, and 

chamber ensembles 

chal lenge st udents t o 

list en d ifferently. 

The next tool in the box is harmonic 
analysis . Our seniors should be able to 
identify keys and key relationshi ps and 
recognize primary and secondary chords 
in root position and inversions. Seniors 
should be able to analyze and demonstrate 
macro and micro rhythms in a variety of 
meters. 

T ask students to harmonize, improvise, 
and com pose with melod ies extracted fro m 
current repertoire or their own com posi
tions. A studen t who improvises on "Three 
Blind Mice" or a pop tune is also harmo
nizing and composing. Tuck this crea tive 
drill into the toolbox. 

Skill development 
Students can develop two warm-up rou

tines. The first limbers up the body and 
helps prevent injury before sitting at the 
piano. The second warm-up hones finger 
memory and helps tone mind and touch. 

I teach my s tudents that scales and 
arpeggios are the "keys to the kingdom." 
A student w ho ca n easily execute passage 
work is free to focus on the interpretation 
of the repertoire. 

A beauti ful sound is produced by the 
marriage of sensitive ears and sensitive 
fingers . Pu t the abi lity to create beautiful 
sound in the tool kit . 

Sight-reading 
Most piano drop-outs had difficulty 

reading their newly assigned pieces . To 
sustain a lifet ime of piano enjoyment, our 
grads must be able to sight-read fl uently. 
Da ily reading of short musica l segments 
helps reinforce the fundamentals of sight
reading. 

Look before YOll leap. Sight-reading has 
two distinct elements: analysis and execu
ti on. In the sigh t-reading toolkit is a check
lis t for determining key, meter, form, 
phrase structure, accidentals, range for 
each hand, patterns, and shifts of positions. 

Keep going, 110 lIIatter what. My students 
are urged to keep a steady beat when 
sight-reading. This helps avoid "stutter 
p lay" while developing sight-read ing pro
ficiency. 

Music history 
Grea ter apprecia tion for music is 

achieved by wa lking in the steps of the 
composer. I ask my students to provide 
historical background for their pieces as 
part of their lesson preparation. This helps 
them associa te composers and style peri
ods. Access to the Internet has made info r
mation on composers and their milieu 
available immediately to everyo ne. The 
knowledge and research skills we put into 
our senior's tool ki t will p rove inva luable. 

Public recognition 
1 encourage my students to perform 

bo th as soloists and in ensembles . Duets, 
acco mpa niments, and chamber ensembles 
chall enge students to listen differently. 
They learn to brea the together, matching 
sounds and arti culations. In the process, 
s tud ents d evelop an a ppreciation for 
ensemble and chamber music that w ill be 
useful in church and community for 
decades to come. Students need recitals, 
au d itions, and festi va ls to gauge their 
progress and the success o f their hard 
work. Put a competitive edge on the too ls 
in your gradua ting senior's box. 

Conclusion 
We spend years helping each student fill 

a su itcase with delightful repertoire from 
across the keyboard landscape. If we give 

our grads the too ls suggested above, they 
w ill be able to enjoy music-making for a 
lifetime . ... 

1 See Jane McGra th's book, The Pianist's 
Guide to Standard Teaching and Performance 
Literature for an encycloped ia of ea rly to 
in termediate piano repertoire. For upper 
intermediate to advanced literature see 
Ma urice Hinson's Guide to the Pianist's 
Repertoire. Excellent sources such as the 
Celebration Series published by Frederick 
Harris Music or the MTNA Na tional Course 
of Study for Piano provide lists of repertoire 
ap propriate for each level. 

See Freeing the Caged Bird, a video by 
Barbara Lister-Sink. 

Dr. Anita Boyle Renfroe is Artist-Teacher and 
Associate Professor of Piano at the Millersville 
University of Pell llsylvania . She holds degrees 
fro lll Florida State University, Melllphis State 
Ul1iversity, and Southern Baptist Theological 
Sem inary. Her 2000-2001 schedll ie includes 
Mendelssohn research in the United Kingdom , 
performances il1 the Mid-Atlal1tic region , and 
a series of concerts as featured artist with 
orchestra in Stll ttgart, Germal1Y. 
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by Gay Garard-Brewer 

1 had just turned out the light to go 
to sleep when the phone rang. 
"Mrs. 'B: this is Carl," said the 

ob viously excited voice. "You won 't 
believe wh at I just did." 

Knowing that Carl was ca lling from 
Washington, D.C. where he was a fresh
man in In ternational Econo mics a t 
Georgetown University, and knowing that 
time zones put him two hours ahead of me, 
my mind conjured a variety o f possibilities . 
Before I could answer he sped ahead in hi s 
report. "Some of my friends and I went to 
the Ken nedy Cen ter tonigh t. You' ll never 
guess what they p layed I" 

Again I had no chance to reply before he 
informed me that the National Symphony 
Orches tra had played lves' "H olida y 
Symphony" and he, Carl, was the only one 
of his compa nions that had hea rd and 
stud ied the composition. He became the 
"instructor" to his friends. 

Where had Carl become familiar with 
the Ives symphony? He had been "subject
ed " to numerous contemporary com posi
tions in the weekly theory/music appreci
ation classes required in my studio. It was 
obvious that Carl w as excited to be in a 

Have I given them the tools to continue their association with music? 

city, armed with the background that 
allowed him to be comfo rtable in this cul
tural setting . 

Assuming that my students w ill have 
their "last formal music lesson" the week 
after high school gradua tion, I need to ask 
myself a critica l question: have I given them 
the tools to COl/til/lie tl/eir association with 
II1l1sic? I have the luxury of meeting with 
my students one and a half to two hours 
weekly and can offer them a w ide varie ty 
of musical experiences. This allows me to 
re-assess continually each student's musi
ca l needs and w hat areas of concentration 
will benefit each most in "Real Life 101. " 

Technique: Our technique curriculum 
provides the students wi th an achievable 
goal of facility to maneuver around the 
keyboard com fortab ly and co rrect ly . 
Included in thi s p rogram is extended 
chordal experience that can be applied to 
an analysis of their classica l pieces, playing 
"pop" music, and improvi sa tion and com
position. 

Sight-Reading: Although I have a large 
lending library of sight-reading music that 
encompasses all styles and levels, I am 
find ing that the use of the digital piano 

orchestra disks works wonders in helping 
to teach looking ahead, steady counting 
and p laying withou t stopping. 

Repertoire: Selecting repertoire is a con
tinual challenge. I find it especially impor
tant w hen dealing with what is 
euphemisti ca lly referred to as "intermedi
ate level. " 

I d ivide my Baroque teaching repertoire 
into two types: da nce and non-dance forms 
(e.g. prelud es, fu gues, arias, sonatas). My 
best sources are Bach' s Anna Magdalena 
Notebook, the Short Preludes and Fugues, 
selected movements from both Bach and 
Hand el suites, and the arias and sona tas of 
Scarlatti. 

The Classical repertoire fa lls in to three 
areas of study for my students: dance 
forms, sonatinas / sonatas and m iscella
neous. Moza r t, Haydn and Beethoven pro
vide an in fini te number of compositions 
using the same dance titles found also in 
the Baroque period . Material for the study 
of sonatinas and sona tas abounds. The 
miscellaneous forms (e .g. rondos, themes 
and varia tions, bagatelles) offer a delight
ful array of compositions. 

While the Baroque and Classical periods 

look who~ 
become an eventl 

The National Federation 

of Music Clubs 

Proudly announces a new 

Festivals category 

The L nn Freeman Olson Piano Solo Event 
Es tab lish ed in recog niti o n a nd honor of th e co mp ose r's life tim e 
ac hi evem ent s, and hi s d edication to th e wo rk a nd prin c ipl es of 

Th e Na ti o na l F ed eration o f Mu sic C lub s . 

• A n ew a ve nu e Jar stud ent parti cipation • An additi on a l opp or tunity Jar Gold C up points 

For complete requirements and composliion list contact: NFMC Headquarters , 1336 North Delaware St. , Indianapolis, IN 46202 
Fax: (317) 638·0502 . or 
James Schnars , 28 Evonaire Circle , Be lleair, FI 33756 . Fax: (727) 588·4300 
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offer an abundance of music accessible to 
the lower intermediate student, the easiest 
Romantic music caters to the upper inter
mediate / lower advanced student . The 
composers I find most accessible to my 
middle intermedia te s tudents are Gurlitt, 
Burgmuller and Heller. My middle to 
upper intermedia te students find reward
ing material in the first part of Schumann's 
Album for the Young, Tchaikovsky's Album 
for the Young, Grieg's Lyric Pieces, 
Mendelssohn's Songs Without Words and 
Chopin's Preludes and Mazurkas. 

I refer to 20th cen tury literature as the 
"meat and potatoes" of my teaching. I 
teach much Kabalevsky and Bartok, but 
m y favorite composers are Copland, 
Cowell, Tcherepnin, Tansman, Hanson, 
Persichetti , Dello Joio, Shostakovich, 

by A vonne Higgins 

?It y approach with a beginning 
student is based on the hope 
that I will be working with 

that young person for many years, ideally 
through his or her senior year. My choices 
of repertoire reflect a commitment to help 
the student develop an appreciation and 
understanding of all musical periods. My 
goa l is that each student becomes an intel
ligent music listener. 

Over the years I have become aware of 
the pieces my s tuden ts respond to at the 
various stages of their d evelopment. 
Whenever possible I give them repertoire 
options. Letting a student choose reper
toire crea tes a sense of ownership that 
often leads to a stronger performance. 

It is difficult to cover music from all 
musical periods solely from the solo reper
toire. I encourage my studen ts to partici
pate in school and community bands and 
orchestras. Ensemble playing builds musi
cianship and broadens the student's expo
sure to repertoire. Ensembles also provide 
variety to a student recital. There are many 
elementary two-piano pieces tha t can be 
expanded or edited by doubling parts to 
accommodate four, six or eight students. 
Two arrangemen ts for acoustic pianos that 
are easily expanded are: "Storm Gods" by 
Ristad (Myklas) and the Pachelbel "Canon 
in D," arranged by Marion Verhaalen (Hal 
Leonard). The latter lends itself to multiple 
pianos as well as adding violins, celli, and 
a string bass. The music is easy to learn 
and younger students feel as if they are 

Khachaturian . .. the list goes on . The 
quantity of contemporary repertoire my 
s tudents learn truly prepares them to be 
open-minded and open-eared for hearing 
"new" sounds. 

Finale: My s tudents' priva te study 
comes full circle in their theory/music 
apprecia tion classes. Theory projects 
include computer / digi tal piano experi
ences ranging from score analysis to 
improvisation and composition. The 
music appreciation aspect of our classes 
involves listening to recordings while 
using scores, wa tching video performance 
of musical events, and conducting group 
"research" on a wide variety of topics. 

In this world of technology which 
threatens our individuality, music les
sons are one of the few disciplines where 

individual creativity can be expressed 
and developed on a personal level. No 
one is a non-entity. What do I wish to 
bequeath my students as they complete 
their lessons? Through repertoire study 
and musicianship classes, I wish to give 
them the ability to concentrate, a sense of 
self-esteem, and the skill which allows 
them to interact and communica te with 
people of all ages-anywhere in the 
world. It is an awesome goal. • 

Gay Garard-Brewer is an independent piano 
teacher in Missoula, Montana, where she and 
her husband own B&B Music Studios. She is 
past-president of the Montana Sta te MT A and 
is presently completing her DMA in Piano 
Pedagogy from The Catholic University of 
America. 

My goal is that each student becomes an intelligent music listener . .. 

playing with an orchestra. For intermedi
ate s tudents, the minuets from Handel' s 
Music for the RoyaL Fireworks arranged by 
Virginia Speiden Carpenter (Bel win) pro
vide the opportunity to teach a bit of music 
history. Older students are fascinated with 
the duet arra ngement of Gershwin's 
"Rhapsody in Blue" (Warner Bros., #PS0157). 
I prefer to use two pianos for rehearsals / 
performance rather than one piano. And if 
you want to cap off your recital with a real 
crowd-pleaser, try the two-piano, eight
hand arrangement by Kleinmichel of 
Liszt's "Hungarian Rhapsody No. 2" (G. 
Schirmer) or Tchaikovsky's "Marche Slave," 
arranged by E. Langer (G. Schirmer) . 

All of my students have some experi
ence with chamber music. I assist local 
string and instrumental teachers by coach
ing sonatas, piano trios, quartets, e tc. 
Chamber music develops listening skills, 
and sensitivity to balance, articulation and 
dynamics. I am grateful for the many easi
er chamber pieces which enable students at 
all levels to participate in this musically 
gratifying experience. 

Most of my graduating students give a 
senior recital. I encourage a program that 
includes pieces from three periods. If the 
student suggests it, I allow him / her to 
choose a favorite semi-classical or jazz 
piece. Often by their senior yea r, s tudents 
ask to learn pieces they have heard older 
students play on recitals. 

This past May my four graduating sen
iors played their individual senior recitals. 

The four recitals took place on one (very 
busy!) weekend and each recital included 
repertoire from at least three musical peri
ods. Three of the reci tals included the duet 
version of "Rhapsody in Blue" (played on 
two pianos), and ended with the eight
hand arrangement of the "Hungarian 
Rhapsody No.2." Two recitals featured 
chamber pieces: a Haydn trio (the string 
players were siblings of the senio r) , 
Beethoven's oboe /English horn trio, and 
the first movement of the Schubert "Trout 
QUintet." One recital opened with the senior 
entering the hall playing the bagpipe, kilt 
and all, and ended with Rachmaninoff s 
"Concerto No.2." Another recital fea tured 
a marimba solo. The audiences that week
end were voca l in their appreciation of the 
repertoire variety. While the months pre
ceding these recitals were hectic, I was 
exhilara ted by the outcome. But the most 
gra tifying aspect was what happened in 
the days following the recital weekend. 
Each student called or dropped by the stu
dio expressing the desire to continue les
sons through the summer and seeking sug
gestions for new repertoire. These were tan
gibLe signs of "m ission accomplished": the stu
dents ' eagerness to continue their involvement 
with music . • 

Avonne Wilcox Higgins is an independent 
teacher in Boise, Idaho. She attended Boise 
State University and the University of Idaho 
and holds a degree in piano performance with a 
minor in music theory. 

In the next issue: What makes a piece too hard for a student? 
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Tomorrow Today: 

Technology 
Sandra Bowen, Editor 

Sal1dra Bowel1 thinks of her piano studio as a playroom fi lled with favo rite 10Ys sllc shares with her students. A self-collfessed electron ic 
jUllkie, she has been trying to hook other teachers through her guidebook to tecl1ll010gy, Electrify Your Studio . III spite of the foregoillg, she 
holds degrees ill Music History and Literature fro l/l Mills College and has dOlle postgraduate work in music educatioll at Stallford Ulliversih;. 

How do you use notation software to improve your students' reading s 

by Sandra Bowen 

7 0 be perfectly hones t, I have never 
used any of my notation programs 
with my s tud en ts. I assume that 

these programs which give me headaches 
will completely stump my students, but I 
forget ... they're sma rter than I am. After 
reading the articles written by Gail 
Fischler, Maura Hall , Linda Kennedy and 
Bobbie Rastall, I may use nothing but my 
notation programs this school year! 

I've always heard that the best way to 
teach children to read music is to have 
them write it. We know that Bach copied 
reams of music to hone his skills-has 
music changed so much that we cannot 

benefit by doing the sa me? To the chagrin 
of many musicians, music notation has not 
changed at all since the time of Bach. We 
seem to be stuck with this very flawed sys
tem. The only thing that has cha nged is 
how we choose to enter the notes. 

Yes, some notation programs might as 
well be in Urdu for the learning curves 
they have, but newer programs and new 
versions of older programs are much more 
user-fri endl y and accessible. I love Ga il 's 
idea of introducing students to notation 
program s through Doodle Pad, which 
comes with Harmonic Vision's Mlls ic Ace 
software. Very young children can use this 
program with wonderful results. 

Maura and Linda use Encore, a veteran 

profess io na l-level program wi th ma ny 
loya l followers; Gail uses both Music Writer 
and Cakewa lk Profess iol1al; Bobbie favors the 
newer Sibelius. Students will take a little 
more time to learn these programs 
(although not nearly as long as their teach
ers !), but their possibilities will be endless. 

Other notation programs abound: Music 
Time (G-Vox) and PrililMusic' (Coda, 
www.codamusic.com) are entry level pro
grams while Fil1ale (also from Coda) is one of 
the most popular professional level programs. 

In Tech Tips, read more about 
Notation Statioll.l1el- a new website where 
your students can publish their pieces on 
the Internet' 

Read on ... '" 

by Linda Kennedy Each piece is a letter from the composer telling (us) ... how to bring it to life. 

e onfident reading involves seeing, 
comprehending, and bringing to 
life the many signs and symbols of 

music notation. Teaching children to read 
music can be a challenge when dealing 
with their varied learning styles and the 
multitude of concepts they must master. 
Exerc ises us ing Encore (Gvox, www. 
gvox.com) during lab time in my multime
dia center have added a new dimension to 
readi ng activities in my studio, widening 
the scope of what the students see and 
react to when reading music. 

A good first exercise in notation is to 
have a student copy four to eight measures 
of a piece he or she is currently studying. 
Not only does this exercise give the student 
a chance to become comfortable with the 
notation program's contents and opera
tion, it necessitates a close scrutiny of every 
detail in the score. It is quite interesting to 
note w hich symbols the s tudent over
looks-this discovery ca n help pinpoint 
areas that need to be add ressed in the pri
vate lesson. 

I usually choose a newly assigned recital, 
festival, or competition piece for this exer-
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cise and follow up several weeks later with 
a memorization assignment: the student 
must w rite out the first few measures of 
"A," "B," Coda, and / or trouble spots. No 
peeking at the score is allowed until it is 
finished and the work is checked by com
parison to the score. 

Beginning readers often have trouble 
relating the inner ledger line notes to 
their identical pitches on the opposing 
staff. They need to view (and hear!) the 
grand staff as the unit it rea lly is. Exercises 
in wri ting middle C-D-E or C-B-A in a vari
ety of ways utilizing both clefs can help 
clarify this issue. Rewriting a short phrase 
or pattern an octave higher, lower, or at the 
same pitch in the other staff can serve as an 
ex tension of the note recognition activiti es 
you already have in place. 

Tra nsposi tion exercises can bolster the 
sk ill of intervallic recognition. Prepare a 
four-measure phrase for the stud ent to 
transpose up or down a major second or 
third. Transposing short patterns helps 
students absorb notes in larger groups-a 
very va luable reading skill. 

Some students focus so closely on notes 

and rhythm that they overlook articula
tion markings entirely. Try writing out a 
phrase three times and instruct the student 
to add different articulation markings to 
each phrase. Adding his / her own stacca ti, 
slurs, a nd accents cultivates a g reater 
awareness of these markings in the reper
toire. Have the student print the exe rcise 
and then perform the examples for you 
during the private lesson. 

Creating and notating an origi nal com
position embodies all reading elements 
and helps develop a well-rounded under
standing of the language in both notation 
and sound. Pitches are easily entered; the 
rhythm is the challenge. The abili ty to hear 
a playback is a rea l bonus. The students' 
listening skills are honed as they listen for 
errors in their work. After the basic pitches 
and rhythm are entered co rrec tly, it is time 
to examine the sound of the student's cre
ation for dynamics, articulation, phrasing, 
and all other directional markings to 
ensure an accurate interpretation in some
one else's hands. I remind my students that 
each piece in their repertoire is a letter from 
that composer telling them exactly how to 



bring it to life. They share thi s sam e 
responsibility in nota ting their own cre
ations. This new awareness of the impor
ta nce of everything on the page ultimately 
transla tes into solid read ing skills. 

Lillda Kennedy, NCTM, has tallght in her 
illdependent piano studio for 30 years. She 
ilolds a B.M. in piano performance and a M .M. 
ill lIlusic theory lind compositioll from 
SOllthenstern LOllisianll University. Linda is 
an active member of MTNA state lind loenl 
organizations (presently MusicLillk chairper
SOil fo r Arkallsas alld president of MTA of 
Central Arka ll sas), NFMC, and tile National 
Guild of Pillno Teacl/ers. 

Look 110 friIerI ... __ of Keyboard 
Companion are available! 

$8.00 each. 
For a complete listing of available 

issues visit our website at 
www.keyboardcompanion.com or 

call 1-800-824-5087 

by Maura Hall A notation program carefully integrated w ith a student's lessons can pay big dividends. 

?It y music notation program, 
Encore, motivates my students 
to improve their musical skills. 

They can hear right away if the song they 
just wrote "works," and w hen they' re fin
ished , they have a printed song that looks 
like it came out of a book. Parents are 
equally pleased to see their child's effort 
looking nea t, crisp, and p rofeSSional. 

My students begin using the notation 
program almost right away, regard less of 
age. O nce they have started to read notes 
on a s taff, they are given a set rhythm, 
possibly something like that of "Tw inkle, 
Twinkle, Little Star." They enter the pitches 
from the position / notes they alread y 
know, and as they do so, they tell me the 
names of those notes. We usually do this 
right after new notes are introd uced in 

their music. Once finished, we listen to our 
melod y and decide if it flows and has a 
sa ti sfying end ing . We also discuss 
w hether it meets the goals we set- did we 
use the right time signature and the right 
clef? Did we fo llow the assigned rhythm? 
(See example 1.) 

The notation project reinforces concepts 
from the regular lesson. If seven-year-old 
Ad rian has trouble reading bass clef in G, 
then our song would be written in bass 
clef G. On the compu ter, he can hea r his 
notes immediately-an exciting thing for a 
young child . If he's trying to put a "G" on 
the line and he gets it w rong, he can cor
rect it easily . I try to have all studen ts write 
within their playing ab il ity so they can 
apply their sharpened skills to the lesson 
materia l. 

As the s tud ent learns mo re notes, 
he /she begins to see how the same 
rhythms can have lots of different sounds 
depending on the notes used . Reading 
rhythms involves more than jus t being able 
to tell that a w hole note gets four bea ts. To 
reinforce rhythms, I assign a melod y with 
no rhythm, for example, c-d -e-d-g-f-e-f-g
e-d -f-e-d-c-c. Then we choose a time signa
tu re, and a number of measures. Students 
fill the measures using d ifferent combina
tions of rhythms, with the notes in the given 
order. (See example 2, next page.) 

Early on, students start to create songs 
based on intervals. We choose a rhythmic 
pattern they have learned and use it as a 
motif throughout the song. The student 
then writes the melody, highlighting the 
interval he/ she has learned . 

Example 1, C iven rhy thms in f and C 

~! J j E j • F 
j I J ~r j 

I 
[;J ~~ r I • 

Given rh y thm in F 

tFC F r F I&f tt· j : ~r j II 0 

t2S I • F r • F r • I 

C iven rhythm in C 
I f r ] . ,. F Lj 

RAE J F F r I r c:r Q 

I r r II o 
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C,D,E.D,G.F.E,F,G,E,D,F,E,D.C,C 

Exa mple 2, given pitches, different rhythmic 
requirements 

~ i J * J * 
I J J J J 

~ ~ • 
* 

J 
Usc only half and quarter notes 

I J 
* 

I 

* 
I • 

* 
Ej 

* 

~ . 

J * 

W j F I=t" F Irrr rrt :r r • 
I 

Once s tudents have learned simple 
chord progressions-such as C G7, C- I 
give them a melody on the computer. 
They decide where the chords should fit 
with the melody. I may ask s tudents to 
write the accompaniment first in whole 
notes, then again as quarter notes with 
res ts on beats 2 and 4, and then with rests 
on 1 and 3. This shows them how to 
change a song simply by changing the 
accompaniment style. 

As students learn chords in their music, 
I assign a "mystery melody" as a way to 
introduce variations. This is a short 

melody w ith chordal accompaniment. 
They identify the chords, then make varia
tions on the original. After a student 
decides that the piece is in F, I ask him / her 
to change the melody in certain ways
make all the Gs into B flats, or make 3rds 
into 5ths. We also explore rhythmic varia
tions as a possibility for manipulation, 
such as turning all qua rter notes into 
eighth notes. 

A notation program carefully integrat
ed with a student's lessons can pay big 
dividends, At our yea r-end recital last 
June, IS-year-old Kevin Partlow played a 

J o· 

[ ~ 
e-

j II I 
• 

piece of his own. After years of composi
ti on, he demonstrated to a packed audi
ence a mas tery of creativity in his 
"Quartet," a perpetual motion piece with a 
repeating sixteenth note motif. In compo
sitions like Kevin's, the potential o f a nota
tion program comes to its full fruition .... 

Mallm E. Hall NCTM, is director of Etudes, a 
private IIlli sic studio in Sam toga Sprillgs , NY 
where she teaches independen tly . Mall m is 
active ill the Mu sic Teacher's National 
Association alld is currently chair of the New York 
State District Six non-competitive allditiolls. 

by Gail Fischler A notation program can be used as a tool for exploration. 

?It elissa burs t through the door 
and announced, " I learned 
'Ode to Joy' from Mom 's old 

book-wanna hear it?" Her work so far 
had been characteri zed by thundering ren
ditions containing gra nd effects and 
uncomplicated by such mundane details 
as correct pitches. "Ode to Joy" was no 
exception. "How would you like to copy 
this piece into the computer?" I asked. I 
was desperate for a w ay to slow her down 
and allow her to experi ence the trees as 
she galloped through the forest. 

Each lesson that spring included some 
copying a nd gradually her prac ticing and 
playing becam e much more accurate. 
Through the use of a notation program, 
Melissa discovered an apprecia tion for 
deta ils which led to a positive change in 
her work habits. The process of editing a 
piece s trengthens the stud ent' s und er
standing of the relationship between the 
symbols on the page and the sound they 
make possible. 

A notation program can be used as a 
tool for exploration. My less advanced 
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students are most comfortable w ith a pro
gram that is easy to use and contains only 
enough bells and whistles to be fun . Too 
m any op tions and clutter on the screen ca n 

Th e process of editing 

a piece strengthens the 

student's understanding 

of t he relat ionship 

between the symbols on 

the page and the sound 

they make poss ible. 

distract young students from the task at 
hand. 

As soon as my begi nning students are 
settled comfortably into their pre-reading 
activities, we begin d iscovery activities 

using the Doodle Pad in Mli sic Ace (Har
monicVision, www.harmonicvision.com). 
Activities ca n incl ud e explora tions o f 
high-middle-low, alphabet rela tionships, 
or lines and spaces. These activities can be 
repeated (each "experiment" is different), 
are adaptable to partners or small groups, 
are easy to plan, and take up a small 
amount of lesson time. 

In "High-Middle-Low," s tudents place 
pitches on the s taff a nd are asked to 
answer the same questions fo r each chosen 
pitch. They are then asked to change their 
pitches and answer the same series of 
ques tions. Discovery questions are essen
tial for guidance and feedback as students 
explore; they may be answered either ver
bally or in writing. 

Similarly, using a little more deta iled 
nota t io n program (at this point w e 
u se either Mll sic Writer, part of the 
Discovering Mli sic Series from Voye tra, 
www.voyetra .com. or Score Writer fro m 
Cakewa lk, www.cakewalk.com). they can 
explo re triads, intervals, e tc. In 
"Snowmen," s tudents create line a nd 



space triads: "My first Snowman was 
made of Lines, Spaces / sounded Bright and 
Sparkling, Dark and Cloudy, Mysterious 
and Changing / sounded H igh, Middle, 
Low, looked High, Middle, Low." 
Students may very correctly say that their 
firs t snowman looked and sounded high, 
middle, and low. This allows them to 
imagine how a snowman might have a 
high head, a midd le stomach, and low bot
tom while at the same time singing in a 
deep voice and sitting near the bottom of a 
mountain. 

Another type of exploration allows stu-

by Bobbie Rastall 

L Last year I prepared a notation 
project for my middle school stu
dents. The activity was designed 

to have the students meet two goa ls: (1) 
learn to use notation software, and (2) 
learn to write music notation as a means to 
improving reading skills. They had six 
group lessons during the year to work on 
the project. They could also use their own 
time if they so desired. The first assign
ment was to wri te an eight-measure 
melody; the second was to compose an 
accompaniment part for the left hand. 

I wrote out instructions for my notation 
program, Sibelius (Sibelius, www.sibelius.com). 
I included instructions for keyboard input, 
MIDI input, layering for the left hand, and 
editing. Using Sibelius made the students 
alert to the necessities of a time signature 
and equal number of beats in each meas
ure, clef signs, and a key signature. 

At the third g roup lesson each s tudent 
played his/her piece. The new assignment 
was to write a variation on their melody. 
The students could change their tune to 

dents to compare a phrase against several 
variations of their own. Accidentals, 
rhythms, interva ls, octave changes, angu
lar / linear melodic shapes, orchestration, 
etc. can all be explored in this manner. 
Preparation for these activities includes 
entering a phrase, copying it as necessary, 
and saving it. For clarity, a measure or two 
of res t may be placed between each copy 
and the measure numbers specified for 
each change. 

As a teacher I have found that one of the 
most difficult things I face is determining 
w hat is getting in the way of a s tudent's 

progress. Using a notation program as 
part diagnostic tool and part discovery 
tool gives me new insight into a student's 
perceptions and opens the door of com
munication. '" 

Gail Fischler mailltains an indepelldent studio 
in Tucson, Arizona. She performs as accompa
nist and recitalist, presen ts workshops and 
master classes for teachers and students, and 
serves as an adjudicator. She is l/Il/llediate Past 
President of the Arizona State Music Teachers 
Association . Gail was named ASMTA's 
"Honored Teacher of the Year" in 1999. 

The kids . .. were paying attention to music notation! Hurrah! 

minor, add some passing tones, or change 
the key to the dominant. Again armed 
with my written instructions, the kids 
used their lab time to notate this new sec
tion of their music on Sibelius. Now my 
instructions covered "copy and paste" and 
"transpose." The kids were getting faster 
at inputting their music, they had a work
ing knowledge of the software, and they 
were PAYING ATTENTION to details of 
music notation l Hurrah l 

At Group Lesson 4 the themes and vari
ations were played. The new task for 
Group Lessons 4 and 5 was to go back to 
the original eight-measure melody and 
w rite a B part, complete with left hand. 
This new section could be in the dominant 
key or in the relative minor. It could be a 
contrasting section or be similar to the A 
part, but in the different key; it could not 
be exactly the same. This was probably the 
hardest part of the project. 

Group Lesson 6 consisted of lis tening to 
all of the themes and variations and the new 
AB pieces. We also played around with 

ABA form. Some of the more adventurous 
composers went on to write rondos. 

The project turned out to be a very pos
itive experience. It required more teeth
pulling on my part than I had anticipat
ed, but each student produced something 
valuable. Now some of the students ask if 
they can use a few weeks of lab time to put 
their latest composition on Sibelius. They 
know how to use the software, they can 
edit their work, they realize (I hope) the 
va lue of paying at tention to details, and 
they get a printout of their own composi
tion to show for it all. '" 

Bobbie Rastall , NCTM, holds a B.M.E. from 
Wes t Virginia Wesleyan and a M.A. in Piano 
Pedagogy from California State Ulliversity at 
Fullerton. Over a 30 year period she has 
tallght piano in West Virginia , California, 
Michigan, and Maryland. Bobbie developed 
and published various teaching rnaterials for 
lise in conjunction with the Michigan MT A 
Stlldent Achievemel1t Testing Program. She 
IIOW resides in Frederick, Marylalld. 
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new web site may be the answer 
to your notation software needs. 
NotationStat ion.net debuted for 

Windows in May 2000; the Macintosh ver
sion followed in August. 

NotationStatioll provides music teachers 
and their students mutual access to their 
own place on the Internet where they can 

exchange music, lessons, charts- any kind 
of music notati on. The site is completely 
interac tive and is MIDI optional- you can 
just click in your responses through the 
computer keyboard or mouse. 

After you join the NotationStat ion com
munity (there's no charge or obli ga ti on of 
any kind), you and your stud ents can 

begin to exchange music. You download
for free-Mu sicTillle software and you can 
immediately create lessons and post them 
for immediate online access for your stu
dents. 

All this, and the only skill required is 
basic PC savvy and Internet access. Check 
it out l '" 

In the next issue: What is a "CD Burner" and why does my studio need one? 
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The World Around Us: 

News and Views 
Helen Smith. Tarch.alski, Editor 

Helel1 Smith Tarcha lski is an independent teacher in Gaithersburg, Maryland and director of Annapolis School of Music. 111 addition to 
teaching, writil1g for publications, lecturing, and performing, she has published software through Electronic Courseware Systems. Helen holds 
the Master Teacher Certificate from MTNA and a Bachelor of Music degree from Peabody Conservatory, where she stlldied with Fernando Lnires. L-____ _ 

Editor's Note: by Helen Smith Tarchalski 

In the Autumn issue of KEYBOARD COMPANION, we ended 
Madeleine Crouch's final "You and Your Piano" column with 
this question: "What do you do when a fa vorite Associate Editor leaves 
the staff7" 

When Elvina proposed this new department, I found the pos
sibilities so stimulating that my mind barely stopped racing long 
enough to hear all that she sa id . KEYBOARD COMPAi'JION's format 
has always provided a forum for many kinds of lively discussions, 
but "News and Views" opens up an even more ecumenical venue. Our answer to this question turned out to be the creation of this 

new department called "News and Views," and we are delighted 
that Helen Tarchalski has agreed to serve as its editor. Helen has 
great plans for the column's future, and we hope that you will 
enjoy this new addition to our magaz ine. We invite you to send 
Helen your ideas about topics and events that you would like to 
see covered in her department. 

I foresee the "Views" portion of this department as an oppor
tunity for us to discuss editorial aspects of our profeSSion, more 
psychological angles of our teaching, and relationships with our 
students. The "News" section, of course, will provide a place to 
keep us apprised of upcoming events for both teachers and stu
dents. 

Views: How do you know when it's time to say "Goodbye" and how do you do it? 

by Helen Smith Tarchalski 

'} 
recently read a review of a new 

book by the popular television per
sonality, "Judge Judy." Discussing 

life perspectives in a chapter en titled "For 
Better, or Forget It," the author makes no 
secret that she has become jaded about 
marriage and demands a constant hig h 
level of performance, or else. Few teachers 
have the luxury or even the desire to issue 
such dire ultimatums during the course of 
a teacher-student relationship. Even the 
mos t dedi ca ted students in the best possible 
rela tionshi ps experience occasional sl u m ps 
in progress and /or a ttitude conducive to 
productivity. But for a variety of reasons, 
occasionally the time comes when it is better 
for teacher and student to part company. 

In cases when teachers must downsi ze a 
stud io they may simply choose the "last
hired , first-fired" approach. Alternatively, 
they might elect to continue teaching onl y 

by J oselyn Cross Makowski 

uring discussions among teach
ers, this question comes up 
with as much regularity as 

questions regarding tuition plans, make
up lessons, and other studio policies: 
Wh y is it 50 diffiClllt to end a relationship with 
a student that clearly is not workillg Ollt? 
Often there is an element of guilt or inse-
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select students who bes t meet certain 
requirements. At other times teachers must 
dismiss students because of specific problems. 

Whichever scena rio is faced, teachers 
should have clearly es tablished criteria 
that help arr ive at the bes t possible deci
sion for all concerned. Some teachers feel 
that a student's development is not com
plete without investiga ting all styles of 
music while others feel that diversifying 
dilutes results. Some teachers have hefty 
performance and competiti on require
ments. Other teachers believe that per
formance should be optiona l and that com
petitions have no place in a young stu
dent's development. Some teachers believe 
that a serious, focused s tudio environment 
is a must while others think that a more 
casual, lively, banterin g app roach works 
better in their stud ios. 

There is a teacher-student match that is 
appropriate for nearly every situation, and 
there is usually little reason to continue one 

that makes all parties miserable. Rather 
than making a student feel as though 
he/ she has failed and been spurned, it is 
possible to end a rela tionship senSitively, 
in a positive manner, and to use the experi
ence to illustra te a "life lesson." 

As I say "hello" in my new position with 
KEYBOARD COMPA1'JION, I ask our two 
authors to discuss the "goodbyes" we must 
sometimes fa ce in our studios. In thi s issue, 
they describe how they handle the ques
tion: "How do you know when it's time to say 
'Goodbye' and how do you do it?" 

]oselyn Makowski operates a large inde
pendent studio, and describes how she cul
tivated and maintains the most advanta
geous working environment in her s tudio. 
Chri s tine Mirabella recently downsized 
her large independent studio to few er than 
ten s tudents and writes about how she 
handled the predicament we sometimes 
have to face when a major professiona l or 
lifestyle change takes place ..... 

Partings can be handled professionally with little or no hard feelings . .. 

curity involved in dropping a student. It 
took me a long time to recognize that a stu
dent's lack of progress or loss of interes t 
was not necessarily lI1y fault as a teacher. I 
was certain that somehow I should be able 
to reach and inspire that student-choose 
better, easier, shorter literature (or longer, 
more difficult and inspiring); be even 

more positive and understanding (or 
tou g her a nd less wishy-wash y); lower 
standard s that must be too high ... ad infilli
tlllli. When I would finally muster up the 
nerve to drop a student, I waited until the 
summer and sent a letter stating that 
unfortunately, circumstances had come up 
that forced me to make major changes in 



my teaching schedule and I could not 
accommodate that student in the fall. No 
other explanation . Then I left for vaca tion. 
Chic-ken!! The only cowardly thing I did 
not do was change my phone number, 
tempting as that might have been. Many 
more years of experience have brought a 
better perspective to these situations, and I 
realize now tha t partings can be handled 
professionally, with little or no hard feel
ings, and can even be beneficial for the stu
dent. When and how we say "Goodbye" 
depends largely on how well we have said 
"Hello." 

The initial interview with a prospec
tive student is the opportunity to estab
lish the foundation for a long, mutually 
beneficial association. However, it is also 
a chance to d iscuss circumstances that 
may lead to dismissal from the studio. 
Giving prospective studen ts an honest 
assessment of our expectations, goa ls, fees, 
and a good overview of what "life in the 
studio" will entail is helpful to everyone 
concerned in making the decision to work 
together (or not) . Telling them what hap
pens when things do not work out is also 
helpful. There is a wide range of expecta
tions for students among teachers. One 
colleague requires three hours of practice 
per week- another has students sign a con
tract agreeing to practice a minimum of 
two hours per day. Some teachers cover 
enormous amoun ts of litera ture each 
year-others focus primarily on music 
needed for the annual competitions. The 
best advice my mentor gave me was to be 
very clear in my own mind about what, 
why, and how I want to teach, then present 
myself without apology. At the initial 
interview, I explain my teaching philoso
phy and poli cies as fully as possible, 
emphasizing details that are often factors 
in a decision to discontinue a student's les
sons: 

• I believe strongly that a teacher and stu
dent must be walking on the sa ll7e path to 
have a viable partnership. My studio 
curriculum is comprehensive, involving 
lots of technical work, theory studies, 
music history, and performance require
ments. There is no option to choose "one 
from Column A and two from Column 
B" on the curriculum chart-students 
are in for the entire program. 

• Students are expected to be well pre
pared each week. Habitllally unprepared 
students are dismissed from the studio. 

• There is no Wunderkilld requirement. A 
student's level of talent is not an issue. 
My insistence on commitment and 
working to full potential is. 
When discussing my expectations, stu

dents are forewarned of potential conse
quences if they do not meet the require
ments. Later, if circumstances deteriorate 
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to the point of dismissal, it should come as no surprise. Once it is 
apparent that there are major problems, attempts to work through 
them are unsuccessful, and everyone is unhappy-it is then time 
for "goodbyes." 

Teachers have asked how I defi ne "habitually unprepared." 
That va ries . A retired colleague-a much-respected, ou ts tanding 
teacher in ou r area- gave her students three unprepa red sessions 
per year before they were "out." That was harsh, in my opinion. 
Life does have a way of throwing occasional curve balls. The trick 
is learning to separate the legitimate excuses from the malinger
ing. I worked with one student facing unusual difficulties that 
extended for nearly the whole yea r. We set smaller goals and I 
happily accepted very sporadic p ractice. In another instance, I 
dropped a student after only ten weeks of lessons that digressed 
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fro m disappointment to agony. Following four weeks of lack of 
preparation and apparent lack of concern on the student's pa rt, I 
quit writing in her assignment book for six weeks. She did not 
even notice. Numerous verbal suggestions and markings in her 
score were ignored. I helped the d ismissed student to understand 
that her lack of progress resulted from lack of commitment and 
time management-not lack of talent. 

Generally, I do not accept commitments to soccer, karate, ballet, 
and horseback riding as having priority over piano. When stu
dents choose to participate in too many activities and their prac
tice sessions become hasty and unfocused, I suggest that it is time 
to priori tize their interests. I reiterate the numerous long-range 
benefits of music study. Fortunately, my ubiquitous students usu
ally end up choosing piano I ssons as a priority. Occasionally, 
piano loses, and we agree to at least a temporary hiatus. 

Saying goodbye to a student need not be traumatic or neces
sarily permanent. I discontinued lessons for one of my most gift
ed students when she was very young. We eventually resumed 
lessons and worked together beautifully fo r eleven more yea rs. 
Another student returned after we had parted company for one 
yea r. She is now working as an assistant in the studio . She plans 
to major in piano, and wants to be a teacher! 

There are times when the wisest choice is to send a student 
who has developed a special interest to another teacher. I reca ll 
two fo rmer students who developed an all-consuming interest in 
jazz. I enjoy jazz, but it is neither my forte nor my first love to 
teach. Why do a disservice to these s tudents by keeping them 
when there are several outstanding jazz specialists in the area? 
Some other former students' interests swayed primarily in favor 
of "pop" or electronic music. We were no longer going down the 
same path, so I helped find an appropriate teacher for these stu
dents as well. Mine is not the only path, nor the only correct one. 
Some of my most eager students were sent by other teachers who, 
for varying reasons, believed the program offered in my studio 
would be more benefic ial to those students. A major benefit of 
belonging to local professiona l organizations is learning other 
teachers' areas of expertise and teaching styles. Students who are 
not working out for us might fit in perfectly elsewhere, and vice 
versa ! 

Of course, there are other reasons to drop a student. The most 
difficult of these is when the fault is with the parents, not the stu
dent. We all have a few horror stories of overbearing parents who 
want to orchestrate the entire lea rning process, non-paying par
ents, or ones who want to rewri te our studio policies, in spite of all 
those good efforts toward mutual understanding we made up 
fro nt. A meddlesome or uncooperative parent can be one of the 
mos t detrimental elements to the learning process . If a conference 
does not produce immediate results, I end the relationship. I am 
always sad for the child . 

Wanting to match a student to a teacher with more similar 
goals is a very positive reason to say goodbye. Saying goodbye 
properly when progress is at a standstill (with li ttle or no hope for 
recovery) teaches a young person that success in any endeavor 
requires diligence, self-motiva tion, determination, commitment, 
and patience-a va luable life lesson he or she ca n ca rry from the 
dismissal. 

"Goodbyes" are inevitable. To make them infrequent, but 
when necessary, as positive as possible, trust yourself- work with 
students you enjoy teaching, in the manner in which both of you 
are comfortable. Be clear about your expecta tions, and do not try 
to be all things to all people . ... 

Joselyn Makowski operates a large independent studio in Silver Spring, 
Maryland. She holds a Bachelor of Music degree from Oberlin 
Conservatory. She is Past President of her local MT A, and currently 
serves as its newsletter editor. She is a freq uent lectllrer. 



by Christine Mirabella It can be very beneficial to occasionally "weed the garden" ... 

ri ll teachers are faced with the 
dilemma of dropping s tudents 
sometime during their teaching 

career. Dismissal of a student can become 
necessary w hen there are chronic 
problems with the student or parents, or 
when you need to downsize your studio. 
As I started dredging up memories of my 
past student dismissal experi ences, I was 
surprised by how many trying times I 
have had. I remember the headache I 
got every week just before Paul arrived. 
Paul contested everything I said and even 
the composer's wishes. "Why should I finger 
it your way when I like it better my way?" 
"Why do I have to p lay it staccato?" "Why 
do I have to practice sca les?" "1 don' t like 
any of these pieces I" A certain amount of 
questioning can be healthy and promote 
understanding, but Paul was more inter
ested in challenging me than lea rning. 

And then there was Allison. Allison 
rarely practiced and made little progress. I 
gave her numerous pep talks and dis
cussed the si tuation w ith her parents, but 
nothing could induce her to spend more 
time at the piano. I finally told her that she 
was wasting her parents' money and my 
time and that I would have to stop her les
sons. To my surprise, she burst into tears. 
I always attempt to remain calm and reas
suring in a dismissal situation, so I com
for ted her and told her she could resume 
her lessons when she was ready to prac
tice. She never did . 

Ga rth was a student w ith two problems: 
he frequently arrived at the lesson w ithout 

his music and he had only a small elec
tronic keyboard to use for practice. His 
excuses for leaving the music at home 
included that it was in the other car, the 
maid put it somewhere, or that the dog 
had "used" it. His small electronic key
board was useful for lea rning elementary 
skills at the very beginning of his study, 
but as soon as concepts such as dynamics, 
balance, and touches became necessary, he 
was lost. His lack of progress caused him 
to become discouraged. This, of course, 
led to a conference with his parents, and 
we decided to s top his lessons. 

Other problem situations I have experi
enced that led to dismissals include par
ents who were always late paying tuition 
if they bothered to pay at all, students 
overloaded with so many other activities 
that they had no time or energy for prac
tice, students who missed numerous les
sons because of disorganization in the 
home, and students who were disrespect
ful. 

The latter situation was recounted by a 
coll eague. The stud ent was rude and arro
ga nt a t the lesson and didn' t follow her 
instructions about practicing. When she 
had had enough of this unproductive 
behavior, she quietly closed the music and 
explained that it was time to either stop 
lessons or find another teacher. The shock 
of her actions helped him become more 
serious about his music study, thus actually 
aVOiding dismissa l. 

When these problems arise, I usually 
approach the student firs t to see if there 

can be an improvement without the par
ents' involvement. I help the student with 
various solutions and motiva tional goals. 
Sometimes I sugges t a probationary peri
od to see if the student is willing to make 
an effort to improve. I ma y also encourage 
students to pursue activities that would 
better suit their abilities and interests, or I 
might suggest that another teacher would 
work better with a particular student. Of 
course, if the parents are the problem, I 
speak to them first. Ideally, the teacher, 
student, and parent should have input 
into the outcome. 

Dismissing a student is always a judg
ment call. It is a decision made after care
fully weighing all of the circumstances. 
Sometimes the student is on a plateau and 
his/ her interest perks up the next year. 
Also entering into the equation is whether 
the stress of teaching the student is worth 
the income to the teacher. Sometimes we 
ha ve to keep problem students just to pay 
the bills. When the decision is made to ter
minate the relationship, it is always best 
for the student, parents, and teacher to end 
on a positive note. 

Another reason to say good bye-the 
need to reduce class size-became my 
problem recently when I was appointed as 
adjunct instructor in piano pedagogy at 
the University of Oregon as well as princi
pal keyboardist with the Eugene 
Symphony Orchestra in the same year. 
Over a two-year period I reduced my class 
size from twenty-eight students to nine. 
This was agonizing for me. How was 1 to 
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d ent p ractice well and accomplish w ha t 
was expected ? W as the student enthusi
as tic about lea rning and performing? 

After I m ad e m y d ecisions, I notified 
all the students and pa rents about my 
change of professional circums tances. I 
helped place the students w hom I had to 
let go w ith appro pria te teachers . My 
goa l was to m ake th e transition as 
sm ooth as possible . I ended up w ith a 
d eli ghtful class of highly mo ti va ted stu
d ents w ith a passion for music. They 
inspire one ano ther and m e' I lea rned 
tha t it ca n be very beneficial to occasion
a lly "w eed the garden ." 

Nfahl1J mUJ'ic hisforlJ memom6fe {or students 

, .. mana!Je6fe (or teachers 

800-430-3840 

u 9 just wanted to fel.!f0u know 
that rrlJ dauJhter rea~o/ foves 

{he NM.!f Own Music 1-fis{01'.!J H curriculum fhaf!J0u created Shejus{ furned9 &;: has heen 
{ah" f'iano fessons (rom me (or 4 .!fears, Slie's not foo enthused ahout c(aJ)'ica( mrlsic 
(she d rafher f'~o/ raJ{ime), hut since she (aves fo add rel!ertoire f'aJes to {he notehook, 
9'm a6fe fOjet her fa f'ractice, f'0(;sh &;: memorize music Trom a(( 4 f'erio~' o( music his
l0I'.!J' 'Thank; (or crealin:J such a wonler{ti f'roduct!" 1(., <'f<flmirez, 'T::t 

\I~ 0\\0 \Iusic lIi,to~ is an ac l i\il~ p"ckag~ including limrlinrs, stickers. and ""prrtnire sher", 

choose which s tudents to let go? At firs t it seemed impossible 
because of the emotional bond 1 had with my students, but when 
I applied objec ti ve crite ria it became easier. Did the 
student / teacher / p arent rela tionship w ork? Did any of the prob
lems I d escribed from m y earlier experiences exist? Did the stu -
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Christine Mirabella holds a Masters degree 
ill piano performance from the indiana 

University School of Mll sic. She has taugh t piano and piallo pedagogy at 
the University of Oregon. Cllrrently, she is Principal Keyboard with the 
Eugene Sylllphony Orchestra and she l1Iainta ins a piallo studio ill her 
home in Ellgene. 

fi Back to the editor 

~ egardless of the reasons for dismissing a student, being 
completely honest is the professional and thoughtful 
thing to do. Students and their pa rents have a rig ht to 

know the truth about w hy they are the ones be ing chosen for dis
missa l. Anything less than the truth may un w ittingly cau se the 
student to continue down the same unproductive or d estructive 
path in another s tudio, wasting precious yea rs of music education. 

Complete honesty, sensitivity, and a good working rela tionship 
w ith other teachers in our area helps turn those inevitable "good
byes" into an opportunity-the opportunity to cultiva te the best 
music educa tion environment possible for all s tudents, parents, 
and teachers involved , .. 

News 

7 .he Smithsonian [nstitlltion's Nationa l Mlisell ill of Americall 
History in Washing ton, D.C., in collabora tion w ith o ther 
institutions and organiza tions, is currentl y presenting a 

large-scale p roject called PIANO 300 w hich offers a large exhibition 
a t the Interna tional Gallery of the S, Dillon Ripley Cel1ter, including 
publica tions, radio and television broadcas ts, perfo rmances, and 
tours. The project celebra tes the invention of the p iano and its 
three hundred years of influence on and re fl ecti on of society, 
including cultural, technologica l, and socia l changes. 

The Washing ton exhibit has been extended to June 3, 2001. For 
m ore information, check the p roject Web site a t www.pian0300,org 
or call 202-357-3129 ... 

In the next issue: How do you keep 
students and their parents apprised 

of the benefits of music study? 
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July 19-21, 2001 
Oak Brook, Illinois 

Poster Sessions on research reports in all aspects of 
keyboard pedagogy, music teaching, music learning 
and related subjects. 

FORMAT 
Presentations will be in poster format, no larger than 
30x40 inches in size. 
Title, author(s), abstract and other information must be 
visible from 4 feet. 
Author(s) must furnish : 

100 copies of the report abstract 
10 copies of the complete report 

Authors must be present to discuss the project. 

GUIDELINES 
1. Submissions must be postmarked by January 1, 2001 . 
2. Submit 3 copies of the completed report and 3 copies 

of a 250 word abstract without showing name of 
author or affiliated institution. 

3. Include: 
• a self-addressed, stamped letter-size envelope. 
• a separate cover sheet containing author(s) 

name, mailing address, phone, fax, e-mail 
address and institutional affiliation (if any). 

4 . Notification of acceptance or rejection will be mailed 
by March 1, 2001 . 

Paper s must comply w ith the Code of Ethics published in each 
issue of the Journal of Research in Music Education. Papers 
p resented at other conferences will be considered if the aud i
ence is substantially different. 

The National Conference on Keyboard Pedagogy 

Send submissions to : 
Steve Betts, Executive Director 
P.O. Box 25129 
Baton Rouge, LA 70894 

Phone: 800-824-5087 
Email: sbetts@lsu.edu 



Why choose a Mason & Hamlin piano? 

Tradition. Mason & Hamlin, 
founded in 1854, is one of the 
oldest, most respected names in 
piano manufacturing. To day's 
Mason & Hamlin piano is indi
vidually hand-crafted using 
many original company specifi
cations and designs. All models 
feature the patented Tension 
Resonator, the crown retention 
system which was developed 
exclusively for Mason & 
Hamlin in 1900. 

Tone. The Mason & Hamlin 
piano has a wide tonal palette: 
the bass end is very big, full and 
rich; the mid-range is clean and 
lyrical; the treble end is bell
like, with unmatched clarity. 

Touch. Play boldly or intro
spectively- a Mason & Hamlin 
piano gives you freedom to 
explore the music deeply. 

Appearance. Mason & Hamlin 
pianos have always been prized 
for their classic beauty. They 
are, simply, works of art for 
your works of art. 

Celebrating 300 Years of Piano History 

ilnsnn & Jlamlin 
4111 N. Freeway Blvd. , Sacramento, CA 95834 Telephone: 1-800-566-3472 

Facsimile: 916-567-1941 Email: info@masonhamlin.com • Website: www.masonhamlin.com 


