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EDITOR'S LETTER

Winter 2021-2022

INTERMEDIATE STUDENTS:

MIND THE GAP

PAMELA D. PIKE Editor-in-Chief and Chief Content Director

Arguably, facilitating student learning and performance
during the intermediate-level years is where many teachers
spend most of their teaching hours. Intermediate piano
music takes years to work through and as the music becomes
more demanding, these years coincide with activities that
compete for students’ attention. For some, the intermediate
years feel like a cavernous expanse for which there is no
longer the method book “road map” serving as guide; the
gap feels wide. Often perceived as a liminal space between
the productive elementary years and the exciting time of
learning recognizable advanced repertoire, the intermediate
years are an important transitional time—they form a pivotal
bridge between practicing, playing, and performing
elementary and advanced repertoire.

Many precollege piano teachers work with students on
intermediate skills, technique, and repertoire for alonger
period than any other stage of learning. The repertoire of
the intermediate years encompasses many levels,' from

easy sonatinas and dance movements to more challenging
character pieces, individual movements of longer works, and
early sonatas. While exploring intermediate music, students
refine and improve upon piano technique and begin to
internalize musical style unique to specific composers or time
periods. This is not a time to rush through, learning just a few
compositions per year; rather, it is a phase where students
can savor the delights of exceptional literature. Thoughtfully
drawing from the plethora of music at each level, and
allowing students to experience diverse music from each,
teachers provide the foundation upon which advanced
performance rests.

When student independence and autonomy are encouraged
during the intermediate years, independent, lifelong amateur
musicians are formed. Unfortunately, many children never
attain musical competency at the intermediate level .2
Children who experience some autonomy over their learning
and who succeed with attaining reasonable goals will
develop feelings of competence, be more motivated to
continue with learning, and persist when learning becomes
difficult.? Students should be encouraged to develop
independent practice skills during the intermediate years.

practice techniques from their toolkit, evaluate their
success, fry again, as needed, and experience success.
Lessons learned in one composition may be applied to
similar challenges encountered in new music. Seeing the
opportunities presented in learning new music and
tackling new challenges allows young pianists to develop
a growth mindset.*

The role of the teacher is paramount during all learning
phases, but whether working with teenaged or adult
intermediate students, teachers who encourage students
to become more independent with their personal practicing,
can explore musical technique, nuance, and style during
lessons. The teacher’s role begins to shift to one of a
facilitator, coach, and musical mentor,® where the student-
teacher relationship is less hierarchical. Meaningful lifelong
music making depends on how well intermediate pianists
learn to navigate learning new music, when the teacher is
no longer by their side.

In this issue of the Piano Magazine, we provide tools for
navigating the intermediate levels with articles featuring
diverse intermediate repertoire for your studio and helping
students develop practice skills. In celebration of Jane
Magrath’s much-anticipated new book,' which features
a wealth of new intermediate music, she responds to your
questions in the “Questions and Answers” column. Jane
has been a mentor to many of us, so we know this will be
a “must read.” Finally, we pay tribute to Frances Larimer,
another important mentor in our field. As you read about
her legacy, consider how you will mentor your students,
especially intermediate pianists in the coming weeks,
months, and years. &

NOTES

! For details on leveling and repertoire suggestions for intermediate teaching pieces
see, Jane Magrath, Piano Literature for Teaching & Performance: A Graded Guide
and Annotated Bibliography. Piano Education Press, 2021.

2 Gary E. McPherson and Jane W. Davidson. “Playing an Instrument” in The Child as
Musician: A Handbook of Musical Development. Oxford University Press, 2011.

3 Edward L. Deci, with Richard Flaste. Why We Do What We Do: Understanding
Self-Motivation. Penguin Books, 1995.

“Carol S. Dweck. Mindset: The New Psychology of Success. Ballantine Books, 2006.

Wh|le qurning Qppropriqfely Ieveled infermediqfe music1 5Ahhough used interchangeobly here, there are technical differences between the terms
tutor, instructor, facilitator, coach, and mentor. See, Peter Renshaw, Lifelong Learning for
Musicians: The Place of Mentoring. Lectorate Lifelong Learning in Music & the Arts, 2009,

for definitions and discussion.

students have opportunities to identify problems, use
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Winner of 18th Frederic Chopin International

Piano Competition Announced

On October 20, Canadian pianist Bruce (Xiaoyu) Lui
won first prize at the 18th Frederic Chopin International
Piano Competition in Warsaw. Delayed by one year due
to the pandemic, Liu competed against twelve finalists,
performing the Chopin Concerto in E Minor, Op. 11.
Second prize was shared by Alexander Gadjiev (Italy
and Slovenia) and Kyohei Sorita (Japan). Third prize was
awarded to Martin Garcia Garcia (Spain). Janet Lopinski,
director of the Canadian Chopin Society, who was in
Warsaw for the competition, reflects:

“It was an incredible experience to be able to attend

the 18th Chopin Competition in Warsaw, Poland. Hearing so
many wonderful young pianists perform the music of Chopin
in the land of his birth was especially powerful after the quiet
months of the pandemic when live performances were on
hold. It seemed that the competitors had used the time
wisely, gaining deeper insights into their programs. The
performances seemed exceptionally imaginative, insightful,
and communicative, and the audience response more
enthusiastic and heartfelt than ever before. Videos of all the
sessions remain available on the 18th Chopin Competition
website. Three of the twelve finalists were just 17 years old,

leaving us to wonder what the future may bring as they
continue to experience life and grow as artists. | found myself
in awe and amazement of the high level of artistry, passion,
and originality in performances of the beloved works of
Chopin that have already been performed and recorded by
so many master pianists and encouraged by the large number
of young people in the audience, both in the concert hall and
online. The music of Chopin is indeed in very good hands!”

Busoni Piano Competition Winner Announced

Jae Hong Park, of South Korea, won the 63rd International
Ferruccio Busoni Piano Competition in September. The
22-year-old pianist has also previously won the Gina
Bachauer International Piano Competition for Young Artists
and the Cleveland International Piano Competition for
Young Artists. He studies at the Korea National University
of Arts. The 2021 international jury was presided by pianist
Louis Lortie. The exciting semi-final and final performances
are archived online.

Spanish & Portuguese Piano Magazine Abstracts
Beginning with the Autumn 2021 issue, the Piano Magazine
is publishing abstracts of the main articles in Spanish and
Portuguese. Abstract translations are available at
claviercompanion.com. h

BECOME
A DONOR

The Frances Clark Center is a 501(c)(3) non-profit

in service to piano educators. We rely on donations from

individuals like you to continue providing the highest quality

resources in piano teaching, learning, and performing.

Donate now to join our supporting patrons program and to

be listed in our Supporting Patron section in a future issue.

All levels of support are welcomed and deeply appreciated.

The
== Frances Clark Center

Donations can be made online at ClavierCompanion.com/Give

or mailed directly to The Frances Clark Center, P.O. Box 65,

4543 Route 27, Kingston, N 08528
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by Sara M. Ernst

Practice may be readily defined by our elementary students as “playing the piano

at home” and by intermediate students as “time spent learning my music.” Advanced
musicians acquire a nuanced definition of practice, which may include concepts like
warming up, deep listening and analysis, artistic exploration, cultivating technical
freedom, and rehearsing performance. Some musicians refer to practice as a cherished

and coveted daily time in their otherwise busy schedules. These varied definitions

reveal a balanced, four-part structure to practice (see fig. 1): warming up, making

and enjoying music, developing mastery and artistry, and preparing to perform.
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warming up enjoying music

PRACTICE

preparing

to perform

Figure I: Four parts of practice

Musicians at all levels can benefit from this balanced perspective on practice.
Warming up helps us transition from other activities, preparing the body, mind,
and ear for the focused efforts ahead. Time spent enjoying the sound of the
instrument, “playing” for the pleasure of making music, connects us deeply to

our craft. Mastery and artistry result from problem solving and sound exploration,
and lastly, performance is rehearsed.

Balanced Assignments for Successful Practice

For the intermediate student, this four-part definition of practice infers a careful
balance of activities on the practice assignment: warm-ups, music for enjoyment
(student choice), new pieces, and repertoire for polishing (see fig. 2).

WARM-UP:

five-finger patterns,

STUDENT CHOICE:

uick-learn music
chords, scales, q 2

q creative activities
arpeggios

PRACTICE

POLISHING:

repertoire for

performance

Figure 2: Four parts of a piano practice assignment

Warm-ups include a variety of short drills in multiple keys, covering the categories
of five-finger patterns, chords, scales, and arpeggios. With these, students can
establish a healthy technical approach and expand their knowledge of common
keyboard patterns. The Student Choice category, which | often label Creative
Activities or On Your Own, can include music and skills of personal interest.

This can be holiday or popular music or music created through improvisation,
composition, and harmonization. Currently, my intermediate students have

Winter Issue 2021 Vol 13 No 4 / 11



With a patient, supportive
attitude and unceasing
guidance, the teacher can
enhance a student’s practice
abilities, self-direction,

and enjoyment of making

and performing music.

LEARN

Halloween music, improvisation, and play-and-sing

lead sheets on their assignments. | ensure any music to be
read can be learned independently in one or two weeks,
and | engage my students in crafting this portion of the
assignment. Students benefit from the intrinsic motivation
when creating their own music, and they build self-efficacy
through choosing music and learning with ease.
Furthermore, this category may provide an oft-needed
boost of motivation to commence practice.

Music in the New category are those pieces in the
note-learning stage, whereas Polishing is for pieces being
honed for artistic command. The feelings of success and
enjoyment that result from playing a piece with confidence
and mastery can certainly result in a desire to play more.
Although, having too many pieces in the learning stage
can be frustrating because it requires sustained focus and
effort. It is a formidable goal to have two or three pieces in
the note-learning stage and one or two performance-ready
pieces. For my students, not all pieces continue to the
polishing phase, but rather, those we identify as ideal for
upcoming recitals, events, or repertoire classes.
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Building from Elementary to Intermediate

Practice skills are a facet of a comprehensive piano
curriculum, and like all facets, learning to practice begins
from the first lesson. Hopefully, the elementary student
develops a regular routine for practice, a desire to play,

a feeling of self-efficacy, and an understanding that
learning piano requires persistence and dedication.

At the beginning, practice time will largely entail playing
through pieces learned in the lesson, and then expand

to include these basic practice principles:

v Routine completion of assignment: Practice
occurs daily, never skipping two days in a row,

following the assignment provided in the lesson.

V' Preparation steps: Practice begins by studying
the music: how it sounds, the form, the rhythm,
and the patterns.

v Mindful repetition: Practice has repetition of
pieces and parts, three to five times each, to

develop understanding and fluency.

v Musical sound from the start: During practice,

observe and learn with all marks of expression.

v Slow, accurate, purposeful: Learning starts from
a slow pulse, so that playing is accurate in notes,

fingerings, rhythms, and musical markings.

v Sectional learning: The form is marked in the
music (i.e. ABA), and learning occurs through

these parts.

v lsolate hard spots: Tricky aspects, such as
changes in hand placement or difficult coordination,

are practiced first.

Because the intermediate literature is far less congruent
than elementary educational repertoire, intermediate
practice thus requires students to be self-guided in their
work and use even more problem-solving strategies.
This list of elementary practice skills can be used as an
assessment checklist when evaluating intermediate
students who are not making sufficient progress
between lessons.

With this strong elementary practice foundation, a student’s
transition to intermediate repertoire can be relatively
straightforward. The intermediate curriculum for
practice requires a more expansive toolkit of strategies

LEARN

for the unique features of the repertoire being studied.

In the lesson, these must be demonstrated by the teacher
and explored by the student, such that achievement is
felt by the student. Score annotations must be part of
the process; giving the pencil to students gives them
ownership. In the list of practice strategies below, | have
indicated the standard written symbols that | use with
my students.

Hands or voices separate: When one hand has a
new or cumbersome technique, isolating the single
hand can be helpful. This is also true of counterpoint,
that hearing each line on its own can train the ear.
This is not a mode of learning, but rather, a practice
strategy with special purpose.

* Place a bracket around the individual parts
and write the hand or voice that needs practice
(i.e., LH onlyor3 voices)

Blocking and grouping: Complex figures made of runs,
scales, broken chords, and arpeggios can be mastered by
dividing it into digestible parts. Blocks and groups may
be determined by use of the hand, the notes before a shift
of position or finger crossing, or a change of harmony.
They can also be grouped by motivic (pitch) or by the beat
(rhythmic). When blocking, play the notes under the
hand simultaneously, whereas when grouping, play the
notes sequentially. Pause to prepare each block/group.
Practice should start with the block/group, and then
chain the blocks/groups together.

* Place parentheses around the parts,
and write block or group.

From the last: To build fluency through a section—for
example, one made of four phrases—begin with phrase 4.
Then play phrase 3 and 4, then 2 through 4, and then

1 through 4. This can also be applied to whole pieces from
sections, and to small sections from blocks and groups.

¢ Draw stars at each starting spot and
number them from the end.

Three speeds: With large sections or whole pieces, practice
at three speeds—slow, medium, and goal speed. As a basic
guideline, the slow tempo should be approximately a third
less than the goal. Medium is the middle point between
slow and the goal. For example, an allegro piece would be
practiced at mm=72, 96, 120. A metronome can be used

to establish these speeds, although it may not be advisable
to play with the metronome clicking.
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* Document these speeds at the start
of the piece.

Metronome, notch it up: With small sections that
pose difficulty at the goal speed, begin with a tempo
that is easy, and increase the speed by one click
(2-8 bpm) between repetitions. If an error occurs,
reduce by one click.

* Bracket the section. Document the starting
speed and fastest speed achieved.

Purposeful pause: If there is a note, count, or rhythm
that is often played incorrectly, insert a preparatory
pause. Only proceed when the hand and ear is ready.

This trains the mind to think ahead for accurate playing,

instead of engraining an error.

¢ Circle what needs correction and/or
preparation. Draw a stop sign in the
score before the circle.

Silent shifting: Find where hand positions change
and move between them silently, seeking to make the
movements precise, efficient, and direct.

* Draw an arrow between the changes
of position.
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Score annotations

must be part of the

process; giving the
pencil to students gives

them ownership.

Opposites: Sections meant to be played soft or loud,
staccato or legato, can be practiced in the opposite
dynamic or touch. Sections that are extremely high or
low can be practiced in different registers of the piano.
Pieces or sections that require control and endurance
can benefit from this technique.

¢ Draw a bracket and write in the opposite
sound for practice (Ex: Loud and staccato,
or Practice 8va)

This list above is what | consider core intermediate practice
skills, but it is certainly not comprehensive. For more
detailed practice strategies found in student and teacher
guides, see my favored studio resources at the end of
this article.

Eradicating Bad Habits

Ifintermediate students have deficiencies in their practice
approach, these must be purposefully addressed in the
lesson. For instance, a student who practices by playing
through each piece once needs to learn how to isolate
hard spots and use mindful repetition. Spend time in
every lesson modeling and guiding this elementary principle
of practice. If a student continually overlooks fingerings
and musical markings, assign a series of quick-learn pieces
(ideally chosen with input from the student). Use these



pieces to provide weekly, in-lesson opportunities to

lead the student through slow, accurate, purposeful
reading. Another approach is to only send home sections
for practice that have been fully learned during the
lesson. The antidote for bad habits at home is to guide
good alternative habits in every lesson for many months.
Be tenacious, but patient and encouraging!

Preparing for Performance during Practice

Practicing for performance is also a meaningful and
consequential skill to cultivate in students. Often, | discover
that even advanced musicians do not view performance
preparation any differently than customary practice.

But, the mental and musical skills that must be rehearsed
include: self-guided focus, deep listening, performance
flow, coping with nervousness, and stage presence. As

a student enters the polishing phase, | will ask questions
such as: What will you listen for as you play this phrase
expressively? What are your sound goals for this section?
How artistically can you play the ending? | will follow the
discussion by having the student play the section several
times with a “performance mindset,” which | define as
performing the section fluently while focusing on and
listening for artistic goals. After each playthrough, l use
teacher coaching and student self-evaluation to refine
artistic elements and refocus the mind and ear. These
“performance reps” of sections, if done intentionally, will
ultimately result in performance flow through self-guided
focus on artistic listening.

LEARN

As the performance date draws near, we will address
stage presence by planning how to start and end the
piece and by rehearsing the performance in its entirety.
We will also play in repertoire classes and video record

to practice performing while experiencing feelings of
anticipation and nervousness. We will also spend time
imagining how wonderful the piece will sound in the recital
hall and how much the audience will enjoy hearing this
music. | will also express my gratitude for their efforts in
practice and affirm that | am confident in their readiness.

Pedaqgogical Mindset for Guiding
Effective Practice

A crucial pedagogical perspective to maintain is that
while the student practices to master this specific piece,
the teacher is building the student’s practice skills through
this piece. Therefore, it is essential to practice together
with specific strategies in every lesson, and to follow-up
in the next lesson by asking the student to demonstrate
the approaches from the prior lesson. Because the score
was annotated, the student can easily return to each of
the symbols and review the strategy by defining the
technique and practicing again during the lesson. At first,
this will require substantial guidance from the teacher,
who will need to model and refine the student’s process.
Over time the student will gain independence and may
eventually transfer these ideas to new pieces.

at the South Carolina School of the Arts

From performance and pedagogy to commercial music and production,
explore opportunities to expand your skill set and knowledge.
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Worship Leadership
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There are several other key educational
considerations when teaching intermediate
students that will impact growth of
practice skills:

1. Assign music that is at an appropriate
reading and playing level. For my intermediate

students, | select music that can be accurately

and fluently learned in three to five weeks.
Motivation can quickly wane if a piece
takes too long to learn.

2. Carefully prepare the first week of learning
to ensure accurate initial practicing. In the
introductory lesson, | will include sight
reading from the score, formal analysis,
discovery of pitch and rhythm patterns,
initial work on sound and technique,
and practice goals.

. Give the student ownership and personal
agency. Ask the student to write reminders,
notes, fingerings, and practice indications

in the score. The student can also write down

goals and steps for learning. At times, | also
give my students a list of possible pieces
from which they will select their preference.

. Ask the student to listen critically and
identify errors, oversights, and measures
that need improvement. Resist the urge
to tell and fix, instead, nurture the student’s

self-direction. If the learner struggles to

self-assess, use video recording and playback

during the lesson as a tool for directed
listening. Or, have the student play in

sections and ask detailed questions to
focus attention.

Engage the student in problem solving

and goal setting through open-ended
questions: How can you practice to
maintain a steady pulse? How can you
practice to secure this unexpected fingering?
What are three goals for your practice this
week? Follow up by trying out these ideas
and practicing together.
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Through the elementary years, caregivers will have
provided personal and cognitive support to the young
learner, ensuring practice, facilitating completion of the
assignment, and communicating questions or concerns
at the next lesson. Teachers may need to encourage
this continued support and open dialogue through
the intermediate years and adolescence. Parents often
mistakenly believe that a child who enjoys piano will
not need to be told to practice. But, even motivated,
autonomous children need personal support. This
includes scheduling daily practice, enabling focused
and uninterrupted time, encouraging persistence,

and commending effort. As children progress through
school, schedules may become complicated, and
caregivers should be guided to avoid scheduling
practice at the end of the day when fatigue is likely.

Final Thoughts

The intermediate years of piano study are such an
inspiring time! Pianists have a vast repertoire of music to
learn and perform, and there are many skills that can be
explored. Teachers can seek to balance their students’
time at the instrument, providing them with well-rounded
assignments that include technical skills for warm-up,
activities that inspire the individual, new music to be
learned through mindful practice, and repertoire to be
polished for performance. With a patient, supportive
attitude and unceasing guidance, the teacher can
enhance a student’s practice abilities, self-direction,
and enjoyment of making and performing music.
Through this pedagogical approach, we can instill in the
next generation a desire to embrace the life-changing,
fulfilling, daily ritual musicians call practice. b

SARA M. ERNST, Ph.D., is an active pedagogue and
pianist, and Associate Professor of Piano and Piano
Pedagogy at the University of South Carolina. She is
Director of Teacher Engagement for the Frances Clark
Center and immediate past president of the South
Carolina Music Teachers Association.

PRACTICE RESOURCES FOR THE STUDIO

Nancy O’Neill Breth, The Piano Student’s Guide to Effective Practicing.
Hal Leonard, 2004.

Nancy O’Neill Breth, Practicing the Piano: How Students, Parents, and
Teachers Can Make Practicing More Effective. Hal Leonard, 2012.

Phillip Johnston, The Practice Revolution: Getting Great Results from
the Six Days between Lessons. Practice Spot Press, 2004.

Phillip Johnston, Practiceopedia. Practice Spot Press, 2006.
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Teaching
Contemporary Piano Techniques
to Intermediate Piano Students

with Alexina Louie’s

Star Light,
Star Bright

by Lynn Worchester Jones

Introducing intermediate piano students to twentieth-

and twenty-first-century compositional techniques and
styles is essential, especially as we move from Gen Z students
to those in Generation Alpha (born in the early 2010s).

In Star Light, Star Bright (1995)," both generations will find
an established, musically rich collection of nine pedagogical
solo piano pieces tailored for this purpose by Alexina Louie,?
an internationally recognized, living female composer.
Students will gain greater rhythmic control, perceive their
sound differently, explore new freedoms in their technique,
and appreciate the importance of score study. Effective
performance of these techniques will build a student’s inner
conductor as they absorb the importance of rhythmic

values and new approaches to time and space. Beyond the
pedagogical benefits, these pieces may also help teachers
retain students who are resistant to, or need a break from,
traditional repertoire.

Star Light, Star Bright comfortably and brilliantly engages
the intermediate-level student with minimalism, frequent
meter changes, unmeasured music, and new presentations

of musical notation. The pieces sound sophisticated and
advanced beyond their pianistic requirements, and alone
or in combinations are excellent choices for study in lessons,
recital performances, and competitions. One approach in
teaching this set is to study and perform the pieces in pairs.
Each piece is briefF—two to four pages—with the right
number of contemporary musical techniques, styles, and
new challenges. Louie provides musical directions that are
succinct, specific, and inviting for students new to the way
these techniques sound, feel, and appear on the page; and
students and teachers will appreciate her pedal markings,
ample fingerings, tempo alterations, articulations, and
dynamics in the music.

Eight out of the nine pieces are listed in The Royal
Conservatory Piano Syllabus, 2015 edition (RCPS)? and
they offer Gen Alphas an opportunity to be intrigued by
stars, planets, and galaxies as they explore new sounds
and colors emanating from this celestial set.
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“Distant Star” is one of the most accessible pieces to learn in this collection and is a seamless introduction

to frequent meter changes in a contemporary style for the intermediate student. Pianists will discover eleven
meter changes in this brief twenty-four-measure piece with the quarter note receiving the main beat through-
out. “Distant Star” begins in the lower register of the piano with two bass clefs and does not move into the
ledger lines above the treble clef until the last four measures. Pianists with small hands will find one manage-
able octave stretch on F sharp that appears three times in the left hand in a moderate tempo. There are open

fourths and fifths and the extended chords set an expressive mood that produces an other-worldly atmosphere.
“Distant Star” is listed as Level 6 in the RCPS, p. 54.

The perfect starter to minimalism, “Blue Sky I” emits the feeling of a relaxed inhale and exhale of fresh air.

Set in two treble clefs for both hands throughout, there are two sections which perfectly complement one
another in this minimalist style. The first section is twenty-five measures and has shifting meters between 4/4,
3/8, and 2/4 that feel right and are not overly challenging since both hands remain in a relatively fixed spot

on the keyboard. The right hand never has to play in ledger lines, while the left hand has some repetitive
ledger-line notes to reach. The second section opens with a pleasing and achievable texture using single notes
in the left hand and open fourths and fifths in the right hand. A few pitches change the shape of the sound

to achieve that true minimalist style for ten measures total. Repetitive phrases and the lack of leaps make this
a quick study which students can enjoy playing right away. “Blue Sky |” is listed as Level 8 in the RCPS, p. 68.
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“Star-Gazing” employs two distinct notational figurations: a rapidly repeated gesture in the right hand which
appears twice, and a senza misura in measure 23 where one discovers repeated chords that should increase in
speed over five seconds. Senza misura markings indicate that the music is to be played freely and measured in
seconds. Students can practice this senza misura by utilizing a stopwatch to begin playing the first five repeated
chords and then play faster and faster until the five-second mark. The G-flat major and F major chords are
juxtaposed in root position, first inversion, and second inversion in both hands in twelve of the thirty-one
measures. Prepare students in advance by separately practicing these chords in all their inversions by rote.
Students will also encounter meter changes that range from 2/4, 3/4, 4/4, and 5/4, in addition to a few rapid
passages that sound like a flourish of stars. “Star-Gazing” is listed as Level 8 in the RCPS, p. 68.

“Rings of Saturn” is a brilliant presentation of chord clusters, unmeasured music, and shifting meters for
developing students. The two senza misura sections in measures | and 20 may seem like the most challenging
parts initially, however students will find those measures easier to master than the metered measures with chord
clusters, especially measures 13 through 16. In these measures with chord clusters, many of the chords may be
taught in advance by rote to build muscle memory in new hand shapes and fingering groupings. Measure 1 is

to be played in ten seconds and measure 20 repeats alternating arpeggiated hand-over-hand chords that span
a total of thirty seconds. Similar to the senza misura in “Star-Gazing,” students can utilize a stopwatch and pace
their gestures over the indicated time in seconds while watching the clock. Transitioning between senza misura
and metered measures should be practiced so that students have internalized a set, quarter-note pulse and
tempo in the metered sections, which also shift between 2/4, 3/4, 4/4, and 5/4. “Rings of Saturn” is listed as
Level 8 in the RCPS, p. 68.

Winter Issue 2021 Vol 13 No 4 / 19



“Moonlight Toccata”

“O Moon”

Excerpt 5:
“Moonlight Toccata”
from Star Light,

Star Bright, by Alexina
Louie, mm. 1-3.

Used with permission.

Excerpt 6:

“O Moon” from

Star Light, Star Bright,
by Alexina Louie, m. 1.
Used with permission.
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“Shooting Stars”

Excerpt 7:

“Shooting Stars”
from Star Light,

Star Bright, by Alexina
Louie, mm. 1-2.

Used with permission.
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“Blue Sky II” is a minimalist piece that opens with eight intfroductory measures that provide students with a
taste of bitonality. From measure 9 to the end, the piece is filled with a melodically driven minimalistic style.
One transitional section interrupts the overall texture of running eighth notes through beautifully sequenced
descending clusters, thirds, and chords at measures 21 to 24—the most difficult passage in the piece. These
chords should be played detached and with the damper pedal, and they should be the first measures learned.
“Blue Sky Il is listed as Level 7 in the RCPS, p. 61.

i MTNA
2022 CONFERENCE HEADLINERS

National

Conference
i ' ’ ’ ‘
March 26-30

Ursula Oppens Ronald Crutcher Adrian Anantawan Dennis Alexander
Tuesday Recital Keynote Address Opening Session Recital Intermediate Piano

Save the date Advanced Piano Master Class

Master Class

for MTNA's return to

in-person conferences with the
2022 MTNA National Conference,
March 26-30, in Minneapolis,

Minnesota. In addition to a full Michelle Cann and Kimberly Cann  Yu-Jane Yang and Shi-Hwa Wang
Cann Piano Duo Formosan Violin-Piano Duo

face-to-face eXperience, MTNA will Collaborative Recital Collaborative Recital
offer a virtual option for attendees

that will include curated content For more information or to register
from the in-person event. visit www.mtna org
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“Into Forever”

Excerpt 9:

“Into Forever” from
Star Light, Star Bright,
by Alexina Louie,
mm. 1-4.

Used with permission.

Closing Thoughts
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Bastien New Traditions:

All In One Piano Course

ALL IN ONE PIANO METHOD

All In One books with lesson, technic,
theory, and performance pages fully
integrated in each book for a streamlined,
comprehensive, easy-to-use approach.
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BASTIEN NEW TRADITIONS, CHRISTMAS CLASSICS
Christmas Classics are collections of timeless (and most

requested) traditional carols that students are sure to enjoy

and cherish throughout the holiday season! Each book

of arrangements is designed to go along with the

corresponding level of the Bastien New Traditions All-In-One Course,
or the comparable level of any similar piano course. In each book,
the carols appear in progressive order of difficulty. Duets for each
carol (Primer A, Primer B and Level 1) provide students with
wonderful ensemble playing opportunities. The duets offer a
rhythmic foundation for student beginners and may be played by
the teacher, a student’s parent or sibling, or a more advanced
student. Holiday-themed activity pages are woven into each book
to provide fun review and reinforcement of beginning concepts.
Gorgeous, full-color illustrations enhance the student experience!
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THE LEGACY of
Miriam Fycle

When | relocated to Melbourne, Australia, from the and Carl Vine, and works by all three made frequent
United States in June of 2019, | was immediately struck appearances in lessons, masterclasses, and performances.

by Jerry Wong

by the sense of tradition and cultural reverence that was | became increasingly struck by the ingenuity and
deeply felt and clearly acknowledged by new colleagues, wide-ranging scope of Hyde's works. The intensity of her

acquaintances, and students. Recurrent themes included harmonic language coupled with her innate ability to
the widely held belief that curricula related to music studies write for the budding virtuoso pianist led me to dig a bit
were constantly evolving. A dedication to composers from deeper. As familiarity with her work increased, | came to

Australia and a commitment to discuss, study, program, know a figure who was thoroughly embedded into the
and reflect upon their works was one principle that was musical life of Australia for the better part of three-quarters
uniquely intertwined with this ideal. There were often of a century and whose creative genius remains a lasting
references to composers Miriam Hyde, Percy Grainger, inspiration to performers, students, and teachers.

Photos 1 & 2 courtesy of Wirripang; Photo 3 courtesy of the Australian Music Center Winter Issue 2021 Vol 13 No 4 / 25
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A Lifetime of Creativity and
Recognized Achievement

Miriam Hyde (1913-2005) came from a musical family,
receiving early instruction and encouragement from

her mother. Formal studies occurred at the University of
Adelaide’s Elder Conservatorium, following which she
received an Australian scholarship for study abroad in
London. While at the Royal College of Music, both her
identity as a concert pianist and voice as a composer
developed simultaneously. She returned to Australia
three years later and embarked on a career of significant
influence and sustained recognition. Eventually settling
in Sydney, she criss-crossed the country on concert tours,
gave lectures on a variety of pedagogical topics, and
adjudicated for student festivals, all the while remaining
prolific as a composer. Her compositional output included
dozens of piano works, songs, instrumental sonatas for
clarinet, viola, and flute, as well as various chamber and
orchestral works. Hyde’s success in her multiple endeavors,
as well as her commitment to arts education, was
acknowledged repeatedly by the international community.
She received an honorary doctorate from Macquarie
University in Sydney, the Office of the Order of the British
Empire (OBE), the Office of the Order of Australia (AO),
and numerous awards from artistic and musical societies
throughout Australia and abroad.

Pedagogical Interests and Associations

The popularity of Hyde’s piano works can be intrinsically
linked to her long-standing association with the Australian
Music Examinations Board (AMEB), an organization that
is at the very fundamental core of musical and cultural life
in Australia. AMEB exams and syllabi are part of an accepted
and widely utilized educational system throughout even
the most remote areas of the country. Hyde devoted
countless hours to adjudication on behalf of AMEB and
her compositions began to appear on the syllabi with
increased frequency throughout her lifetime. Peter
McCallum, chief music critic for The Sydney Morning
Herald, wrote in her January 2005 obituary: “...her name
will be irrevocably linked with memories of immobilising
terror—those lonely sweaty-palmed moments in cold
corridors before playing piano for the Australian Music
Examinations Board (AMEB), an organisation for which
she has provided more music than almost any other

]

Australian composer.
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Sight Reading Adventures

Sight Reading Adventures far surpasses the immediate
impression made by its title. It is a series of graded books
that task a certain skill or pattern recognition. Short
exercises build upon one another and lead the young
pianist towards a strong sense of musical fluency and
pianistic adaptability. At the more elementary levels, for
instance, several examples might be devoted to the single
task of learning to play a dotted-half note in one hand
with flowing, even quarters in the other. Additional material
devotes itself to concepts such as the recognition of slurs
versus ties, imitation of motives between the hands, and
alternating articulations. In each instance, Hyde offers
succinct advice to the student regarding the apparent
goal, which is of equal benefit to the teacher as well.

For a more intermediate or early-advanced student who
might be struggling for sufficient time in the busy day

to build sight-reading skills, the Sight Reading Adventures
—Supplement is highly recommended. The Supplement is
made up of many short examples centered around
preparation for, and exposure to, the tonal world and
compositional devices of the late-Romantic period.
Chromaticism and unexpected accidentals are plentiful,
while the various patterns presented seem focused on
developing some of the basic virtuosic skills that are
synonymous with that era. Thick chords, leaps, thumb
crossings, frequent changing of clefs, and smooth legato
hand crossing examples are all among the various
prescribed challenges. Hyde’s approach to reading is
multi-faceted and might be used in parallel approach
with the earlier books of Béla Barték’s Mikrokosmos.
Both volumes make an exhaustive attempt at attaining
skills that will eventually translate into learning an
eclectic range of styles.

Graded Piano Series

There is an abundance of Hyde’s compositions that can
be classified as teaching material, all of which are exclusively
published by Wirripang. Following the progression of

the Graded Piano Series from the first through fifth books
reveals limitless knowledge of piano teaching and a
charming creativity. The works are obviously considered
with tender sensitivity towards children’s themes and
Hyde gives titles such as “Friendly Cat” (Preliminary First
Grade Children’s Suite No. 1), “Flying My Kite” (Preliminary
First Grade Children’s Suite No. 2), “The Trombone Lesson”
(Second Grade Little Sketch Book), and “Drifting Cloud”
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(Third Grade Pictures Tone). Teachers who regularly assign and program works, such as Seymour Bernstein’s
Birds or Racoons, Edward MacDowell’s Ten Woodland Sketches, and Octévio Pinto’s Scenas Infantis, might take great
pleasure in adding Hyde’s Graded Piano Series to the studio repertoire list. Like Bernstein, the blend of pianist and
teacher is constantly apparent in Hyde’s works as she carefully strives to offer thoughtful fingerings, articulation
markings, and pedal instructions that develop the budding pianist while enhancing the performance.

Hyde’s use of text painting in many of these works is sophisticated, yet easily grasped by the younger student.
One example could include “The Last Raindrops Fall” from the Preliminary First Grade Children’s Suite No. 1.
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Excerpt I:

5 .. 113 . ”
Hu e ' . Miriam Hyde, “The Last Raindrops Fall,
% = . —t * Te—y 2 from Preliminary First Grade Children’s Suite

. s e No. I, mm. 1-8.
B ] ¥ ! : : “ Used with permission.
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Similarly, in “The Leaves are Falling” from Tone Pictures Graded Piano Series — Third Grade, one can
note the effortless dialogue between the two-note slurs in the right and left hands trading wistfully back

and forth, as if on a breezy autumn day.

Excerpt 2:

Miriam Hyde, “The Leaves are Falling,
from Tone Pictures Graded Piano Series -
Third Grade, mm. 1-4.

Used with permission.

There are humorous examples from these works as well. See the surprising C-flat and E-flat in
the left hand at the close of this seemingly predictable phrase gesture in “My Old Teddy,” also from

the Preliminary First Grade Children’s Suite No. I.

Excerpt 3:

Miriam Hyde, “My Old Teddy,”

from Preliminary First Grade Children’s
Suite No. I, mm. 1-10.

Used with permission.

For a student with a more developed facility and the ability to incorporate a bit of velocity, Frost Fairies from
Three Impressions Graded Piano Series - Fifth Grade is a delightful work. A teacher who might normally introduce
the concepts of fleeting arpeggios and sweeping gesture by assigning Mendelssohn’s Songs Without Words,

Opus 19, No. 3 could consider “Frost Fairies” as an excellent alternative.
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Excerpt 4:

Miriam Hyde, “Frost Fairies,”

from Three Impressions Graded Piano
Series — Fifth Grade, mm. 1-6.

Used with permission.
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Accomplished Virtuoso Pianist

Hyde followed in the tradition of Mozart, Chopin, and Liszt by
paralleling her virtuoso skill as a performing pianist alongside
her compositional output. During her formative years of study
at the Royal College of Music in London, focus on piano
studies was as serious as composition lessons in her education.
During that time, she was an avid concertgoer and later cited
hearing Rachmaninoffin live concerts as illuminating and highly
inspirational. Highlights from her earlier years on the concert
stage included debut appearances with the London Symphony
Orchestra and the London Philharmonic Orchestra. The latter
appearance was also the premiere of her First Piano Concerto

in E-Flat Minor.

While the years that ensued after returning to Australia
from England were filled with a variety of academic and
family obligations, as well as a deepening interest in
composition, Hyde remained a formidable pianist. Her
dedication to the concert stage never waned. In fact, when
arriving at the major milestones of both her eightieth and
ninetieth birthdays, she marked those years with celebratory
recital tours and broadcasts throughout Australia.

In August of 1991, the 78-year-old Hyde gave an interview
on the Australian Broadcast Corporation’s popular Sunday
Afternoon show with Peter Ross. She spoke with great poise
about her career and a particularly pivotal meeting early
on with Percy Grainger, who remained arguably Australia’s
most revered composer at that time. Following the interview,
Hyde performed The Fountain, an example of one of her
evocative character pieces. The playing was elegant,
confident, precise, and without distortion or exaggeration.

Photo courtesy of Wirripang

While Hyde’s pianism seemed to illustrate tremendous
composure and physical calm, it also sparkled with
brilliance and imagination.

Students seeking further insight into the interpretation
of Hyde’s piano works can consult several of her

CDs on the Wirripang label. One such example is
the disc titled Valley of Rocks, which contains twelve
of her compositions, including the often-played work
of the same title, Sonata in G Minor, and the popular
Magpies at Sunrise, among many others. Like the

live performance on the ABC, this recording again
exhibits remarkable pianism, characterized by an
exacting and disciplined interpretation, as well as
many moments of profound expression.

ONLINE CERTIFICATION
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Literary Interests

Hyde’s creativity spilled over from music to literature. She was as

skilled with the pen as she was at the keyboard. In fact, over the

course of her lifetime she wrote more than fifty poems that covered a

wide range of themes and topics. Fifteen of them served as texts for

her songs and three were published in the Economy Press. Her major
published literary work with Currency Press was an autobiography

titled Complete Accord. In it she details a fascinating life dedicated to

the pursuit of the arts and their higher causes, all written in descriptive
and persuasive prose. Further evidence of Hyde’s dedicated use of the

pen can be found in Papers of Miriam Hyde which are held in the National
Library of Australia. The collection organizes a sixty-six-year time span

of correspondence, including letters to dozens of professional musicians,
as well as communications with noted arts organizations such as the
Australian Broadcast Corporation, Australian Music Examinations Board,
Photo courtesy of the

and Music Teachers National Association in the United States. ) )
Australian Music Centre.

Advanced Works for the Concert Stage

While recognized as a composer of beginning and intermediate-level piano music that contains strong pedagogical
intent, Hyde also wrote compelling advanced works for the concert stage. Chief among her large-scale works is the
three-movement Sonata in G Minor. The piece has many pianistic challenges and requires a strong octave technique,
developed control of voicing and texture, as well as an abundance of emotional temperament. Hyde expressed the
significant influence of events during World War Il in the preface of the score. “The first movement was written in
1941, the year in which my husband, Marcus, was taken prisoner after battles in the Middle East, Greece and finally
Crete. He was to spend the remainder of the war in Germany. There was day-to-day anxiety, as communication was
sparse and letters were censored.”? Noted Australian pianist Geoffrey Tozer (1954-2009) was a loyal advocate of
the work and his stunning live performance commemorating Hyde’s ninetieth birthday can be heard on YouTube.
He introduces the performance by saying, “it has to be one of the openly expressive, wonderfully emotional pieces

[ think you can ever imagine being written in Australia.”>

Among Hyde’s most frequently performed concert works is a short five-minute character piece titled Valley of Rocks.
Written in 1975, its popularity is partially tied to the 1988 Sydney International Piano Competition. It has been
placed on the required repertoire list and received many performances by contestants during the widely broadcast
competition. The work was inspired by a popular tourist destination in North Devon, England that has the same
title. Hyde visited the Valley of Rocks with her husband and was struck by the spacious and timeless sensation of
the location. Valley of Rocks evolves slowly and creates an ethereal musical image that is wonderfully aligned with
its creative origin. In addition to Hyde’s own sensational recording of the piece, Australian pianist Kathryn Selby
included it on an ABC Classics recording to great critical acclaim.

The work opens with all parts moving in a static motion, requiring the pianist to have an acute physical
control of even legato and balance of parts.

Excerpt 5:
Miriam Hyde, Valley of Rocks, mm. 1-4.

Used with permission.
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As the piece unfolds, there are several bravura climaxes, including this sweeping gesture which utilizes
the full extent of the keyboard and incorporates the rhythmic friction of triplets versus eighths.

Excerpt 6:
Miriam Hyde, Valley of Rocks, mm. 67-69.

Used with permission.

Valley of Rocks is full of harmonic density and an elastic sense of time unfolding towards clangorous arrival
points that embrace the full range of the keyboard. The overall effect draws parallels to Claude Debussy’s
La cathédrale engloutie and contains similar pianistic challenges.

There is a tempo shift at the final climactic moment when the theme returns in augmentation. This comes
as a complete surprise to the listener and reveals the composer’s creative ingenuity.

Excerpt 7:
Miriam Hyde, Valley of Rocks, mm. 123-129.

Used with permission.

This piece serves as an ideal example of one of Hyde’s many effective works for the concert stage
in which imagery, personal expression, and a unique harmonic language are all in abundance.

Conclusion

Miriam Hyde was a towering figure in the musical life of Australia for decades. Her ability to balance
pedagogical concepts with compositional prowess, while maintaining a pianistic profile alongside literary
ambitions is truly astonishing. Her multifaceted legacy will remain an inspiration for audience members,
aspiring pianists, and seasoned pedagogues for many years to come. b

NOTES
JERRY WONG has gained critical acclaim for performances as "Peter McCallum, “Ninety Years of Music Making,” The Sydney Morning
soloist, chamber musician, and recording artist on the MSR Classics Herald, January 21, 2005, www.smh.com.au/national/ninety-years-of-
label. His masterclasses have led him to China, Hong Kong, ltaly, making-music-20050121-gdkjao.html.
Korea, Macau, Malaysia, Russia, Singapore, and Taiwan, as well as 2Miriam Hyde, Sonata for Piano in G Minor (Wollongong, Australia:
throughout the United States. Wong holds the position of Associate s Wirripang Pty Lid’ 2016), Preface: Notes by the composer.
Professor of Piano and Co-Head of Keyboard at the Melbourne "Geoffrey Tozer, “Geoffrey Tozer Introduces and Plays Miriam Hyde

—Piano Sonata in G Minor (1944),” YouTube video, youtube.com/

Conservatorium of Music in Australia. watch?v=R7IzLuhUxcl.
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RCM Remote Exams can help your student’s
development plan stay on schedule. With
RCM Remote Exams, students can achieve
the success you are preparing them for by
completing their practical exams when
they're ready, in their own space, and on
their own instrument.

Administered by expert examiners, you can

be certain your students will experience the
RCM testing process you know and trust.

Learn More: rcmusic.com/remoteexams

From the very start of the remote exam, | experienced
the presence of the examiner as if in-person. The
quality of the call was clear and was maintained
without any interruptions throughout the exam.

The part | liked best was that | was able to musically
enhance my recital pieces with the stress-level

being low.

There is nothing better than playing on your own
piano for a certifying exam from the comfort zone of

your own home!
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- RCM Student, Maya Krishnan
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Cécile Chaminade’s

Album des Enfants:

A Treasure Trove of

It is unfortunate that Cécile
Chaminade’s piano music has been
swept under the proverbial carpet.
She, among other female composers,
provided a wealth of compositions
for the budding pianist.

Her music is pedagogically sound, musical, technically

appropriate, and frankly, quite inviting in sound and style.

Her compositional output for the piano numbers more
than 200 pieces: there are several large works, such as
her well-known Konzertstiick for piano and orchestra,
her piano sonata, and especially her Concertino for flute,
in addition to other miscellaneous chamber pieces, and
works for voice. With respect to her piano music, she is
probably best known for her Scarf Dance, which was
arranged for the piano from her ballet-symphonie
Callirhog, Op. 37. But it is her Album des Enfants | and Il
that, while not well known, are pedagogically sound
and deserve our attention. These two albums provide

a wealth of intermediate and late-intermediate pieces
that are unique in style and sound: teachers and students
will enjoy these pieces not only as study pieces, but

also as performance repertoire.

TEACH

EARLY LIFE and EDUCATION

Cécile Louise Stéphanie Chaminade was born in Paris on
August 8, 1857, into a well-to-do family. Both of her parents
were musicians: her mother, a pianist and singer, gave
Cécile her first piano lessons, and her father, a violinist,
managed the Paris offices of a British insurance firm.

The family resided in Paris and took their holidays at their
villa, Chéateau de la Farge in Perigord. It was on one of
these holidays, about 1869, when their neighbor, Georges
Bizet, stopped in to visit. It is documented that he admired
Cécile’'s musical talent greatly, for she had just started to
compose music, and thus he suggested she and her parents
seek outside musical training. Another source states that
Hector Berlioz was also a strong influence in getting Cécile
music instruction. Regardless, Cécile was taken to the
Paris Conservatoire about 1867-1868 and was evaluated
by Le Couppey. His assessment was enthusiastic as he
strongly encouraged the parents to enroll her in the
institution for theory instruction. Her father was opposed
to this idea as he felt it was not “proper” for a young lady
to study music in this setting. After some time, however,

he did relent and allowed Cécile to study privately with

Le Couppey. In addition, she would also start private study
with two more faculty at the Conservatoire: Marmontel
and Savard. At some point thereafter, she became a
student of Benjamin Goddard.

EARLY CAREER

In 1877, Cécile gave her first professional playing debut,
and by the following year, she started giving recitals of
mostly her own music. This would continue to be a trend
for many years to come. Future recitals would often feature
her works: piano pieces and songs. The peak of Chaminade’s
performance career may have been the performance

of her Konzertstiick for piano and orchestra (1889): this
performance placed her in the center of French cultural
life and truly embedded her as a solid pianist and composer.
She performed this work in Great Britain, France, and

the United States with great success.

In the 1890s her creativity blossomed. She wrote many
more songs and piano music: this literature became

the backbone of her recitals and her popularity. In 1901,
she married Mathieu Carbonel, a music publisher. The
marriage was strictly platonic: both parties resided in
separate residences, thus allowing her to compose and
perform at her will. Carbonel died in 1907 of a lung disease.
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GROWING POPULARITY

Chaminade’s popularity was propagated by her performances
in Great Britain, France, and especially in the United States.
In particular, her smaller pieces gained her quite a following:
teachers and students alike enjoyed her music tremendously.
Interestingly, she developed a large following in the States.
The National Federated Music Clubs fostered the formation

of the “Chaminade Clubs:” these clubs started somewhere
near the end of the nineteenth century and were scattered
all across the United States. The membership was comprised
predominantly of women. Club meetings often featured the
members performing musical works, some by Chaminade,
and some by miscellaneous composers. The main focus of
these clubs was to provide a venue for women to perform and
to socialize. It is estimated that 100—200 Chaminade Clubs
were active in the United States. Clubs were being organized

as late as the 1940s.

In 1913, Chaminade received the highest honor given to

a woman by the Paris government: the Chevalier of the
Legion of Honor. During 1913 and 1914, she recorded piano
roles for the Aeolian Piano Company and continued to
compose and perform.

Many of Chaminade’s 400 compositions are primarily
piano pieces. Towards the end of her life, her popularity
waned, and critics leveled attacks on her music for being
“parlor-style music that was not in vogue.” Despite this,
she did capture the essence of salon music in the nineteenth
century and her music was endearing to many. In general,
her piano pieces entice the ears of the listener: most are
character pieces with fanciful titles, tuneful, featuring
harmonies that are pleasant to the ear, and most are
composed in ABA form. Chaminade’s health continued

to decline from 1925 to her death in 1944. She shares the
same death year as her contemporary, composer and
pianist Amy Beach.

Album des Enfants | and Il

The Album des Enfants | (1906) and Album des Enfants I
(1907) each contain twelve delightful pieces for the
intermediate to late-intermediate pianist. Many of the
pieces in both collections are character pieces and both
collections feature a fair amount of dance forms such as

the “Rondeau,” “Gavotte,” “Gigue,” and “Tarentelle,”

from Album des Enfants [; and the “Rigaudon,” “Scherzo-Valse,”
and “Valse-Mignonne” from Album des Enfants [l. All of these
pieces are pedagogically sound and can and should serve
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not only as regular repertoire, but study pieces as well. Teachers and students alike will find the sounds of
the pieces nostalgic and yet, refreshingly new—certainly very few of these pieces are being performed today.

It would be lengthy and time consuming to highlight every piece from both collections, so selected pieces
worthy of including in our teaching repertoire will be introduced here.

“Rondeau”

From the Album des Enfants | is the delightful “Rondeau.” The rondeau originated as a form of French Medieval
poetry. This poetry was often sung and usually offered up four stanzas. As it evolved in the Renaissance era,
it blossomed to feature six verses, and by the time it landed in the Baroque era, it would become a sectional
piece featuring the form that we now refer to today as “Rondo:” A-B-A-C-A-D... etc. Chaminade retains the
compound meter (6/8) and stays within a succinct A-B-A format, offering a more Renaissance-style rondeau
featuring a graceful and lyrical melody. This piece will require the student to execute rhythms precisely.
Although pedal is not indicated, it can be used at the discretion of the teacher. This rondeau provides an
opportunity for study of a character piece and would be a welcome addition to any student’s repertoire.

Allegro (J. = 162)
Excerpt1:

. . Ao — T e e
Cécile Chaminade, o8 s394 ¢ , § - "3 s—
“Rondeau” from

Piano m
Album des Enfants I, f
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mm. 1-4. = e e e e Mo st e VS | PR
b 8 1 I LS r I i 1 Lo r 1 i L b - ‘ \' i y I LS r A L
“Gavotte”

The gavotte is a Baroque dance and hails from the southern regions of France. It was a very popular dance
during the reign of King Louis XIV. Following the influence of Bach’s gavottes, Chaminade starts hers on the half
measure, the upbeat. Normally a gavotte would be written in binary form, however, Chaminade uses A-B-A
form, and she cleverly challenges the student by casting the melody in the left hand when it returns again at the
end. Students will need to focus on playing sixteenth-note passagework cleanly and evenly, especially when the
left hand is the featured soloist. This gavotte would be a good preparatory piece prior to assigning the easier
Baroque gavottes by composers like Bach, Corelli, Handel, and Pachelbel.

Allegretto (¢ = 92)

- /\
Excerpt 2: s, e e e e s s —F
Cécile Chaminade, =SS TR e T ‘uﬁ =
“Gavotte” from Piano nf
Album des Enfants I, S # # | 3 . W . =
mm. 1-4. ﬂ‘ t —_— — ! t 7 Er }' 3” z!’ = 1.
— = 1

“Barcarolle”

The “Barcarolle” draws its influence from the songs of the Venetian gondoliers. The only similarity to Chopin’s
Barcarolle is the use of compound meter (6/8) which reflects the swaying of the boat in the waterways of
Venice. While Chopin’s version has often been referred to as the “aquatic nocturne,” Chaminade’s version is
spritelier in character and less subdued. Similar to the “Gavotte,” she offers up the melody in the left hand in
the B section, as well as in the closing section. These moments provide interest and, of course, challenge the
student to bring out the usually accompaniment-only hand, the left hand. This miniature can be used as a
preparatory study before teaching the Mendelssohn Songs Without Words, for example.
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Allegretto (J. = 96)

9 ﬁu"l rsl T T T T 1 1 I T T T T T 1 1 I
Excerpi 3: _ﬂu‘_H_GH J I. =’ J =’ i_g’_‘__d _E i i T dl ‘I =, ’,
Cécile Chaminade, D) ~ ﬁ>" = ~ 1
“Barcarolle” from Piano mf
Album des Enfants I, Sa - hr . r' = hr - . - r' =
mm. 1-4. —H— oo v . el ’

“Tarentelle”

The tarantella is known as a rapid, whirling dance that originated from southern ltaly. One source cites that it is

a dance featuring a dancer and drummer trying to out-do each other by dancing and playing faster than the other.
Another source cites it as a dance that was often used to cast out the deadly venom of the tarantula spider: the person
bitten by the tarantula was supposed to dance faster and faster, thus ridding themselves of the poison. Students will
more than likely enjoy the second version of this story! The compound meter, a vivo tempo marking, and the rapid swirls
in the passagework convey the frenetic feel of a dance gone wild. The B section offers chordal playing, a brief respite
to the frenzy of the A sections, and here the student may use the damper pedal to connect the chords and bolster the
sound. The piece ends with a dramatic unison statement that signals the end of the piece. This piece provides a
wonderful intfroduction to the style of the tarantella and can be helpful as a preparatory piece prior to other tarantellas

by Mendelssohn, Heller, and Pieczonka.

PIANO at COASTAL CAROLINA UNIVERSITY

CCU, located just minutes from the Aflantic Ocean and Myrtle Beach, offers a progressive, 21st century,
student-centered curriculum that prepares all of our graduates for successful careers in a variety of musical fields.

DEGREE OPTIONS:

Bachelor of Arls in Perfformance
Bachelor in Music Education
Bachelor of Arts in Commercial Music and Jazz
Bachelor of Arts in General Music Studies
Master of Arls in Music Technology

Piano performance and pedagogy faculty:
Philip Powell and Sarah Abushakra

Contact Philip Powell at ppowell@coastal.edu or

visit coastal.edu/music
for more information.

Coastal Carolina University {(CU) does not discriminate on the hasis of race, color, religion, sex, sexual arientation, gender identity, gender expression, national origin, age, genatic information, mental or physical
disability,or status as a disabled or Vietham-era veteran in its admissions policies, programs, activities, or emplayment practices. For mare information relating to discrimination, please contact the (CU Title IX Office,
Coastal Carolina University, Kearns Hall 211B, Conway, SC; Title IX email titleix@coastal.edu; office phone 843-349-2382; EEQ email eeoicoastal.edu; or the U.S. Dept. of Education Office for Civil Rights at www2.ed.gov/ocr.
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Vivo. (o. = 112)
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“Aubade”

From Album des Enfants Il is “Aubade,” which in French means to “greet the dawn.” A serenade of sorts, Chaminade
features the left hand as the melody, thus the main goal for the student is to balance the right-hand chord work against
the lyrical melody in the left hand. A short chordal B section changes things up by featuring the melody in the top note
of the right-hand chords. “Aubade” is more sophisticated in terms of the need for nuanced shaping and shading of lines:
students will need to listen and be sensitive to the lines and their sound. This is a wonderful character piece that can
precede any of the Schumann character pieces as well as other similar repertoire.

Andante tranquillo

. N4t ~ P , | , | ,

Excerpt 5: Gt e e} 1
Cécile Chaminade, D s——3 . s e . s ’
“Aubade” from Piano mf _
Album des Enfants I, B > - '/—\a . | T K’
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“Rigaudon”

The rigaudon is another French Baroque dance movement, more along the folk-dance lines, dating from the seventeenth
to eighteenth centuries. Cast in duple meter, Chaminade begins hers on the upbeat. Students will be challenged with
the phrasing and articulations and playing the sixteenth-note rhythmic motifs cleanly. The middle section presents
sequential passagework that ultimately leads up to and dissolves back into the main theme of the opening section.
This is an excellent piece to further the student’s study of Baroque dance forms.

Allegretto trés rythmé

Excerpt 6: 0 — | — ‘ . . - fr
Cécile Chaminade, %E i‘ E— g 55‘\; % = F ;'_JP fo—"2 é L
“Rigaudon” from Piano mf = zf
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“Elégie”

“Elégie” is true to its usual description: a melancholy, or mournful piece, usually written in a minor mode. Of all of the
pieces in Chaminade’s Album des Enfants | and Il, this is probably the most musically sophisticated piece. Cast in D minor,
the left hand begins with the accompaniment pattern: the right hand reaches over the left to initiate the first note, then
moves back to the treble clef for the remainder of the piece. Tonal control and quality of sound are of utmost importance
in the “Elégie.” While some forms of this kind will drift into a major key for the middle section, Chaminade instead writes
a single-line recitative-like melody, which is the transition back to the A section.
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Andante sostenuto

Excerpt 7: e A e ete P e et e
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All of the pieces in both Albums are accessible to teachers and students alike. They are quality compositions that
bear study and performance. It is unfortunate that at the middle to end of Chaminade’s life and compositional
career her music was not looked upon as quality music. These Albums reflect her interest in writing literature for
the intermediate pianist: even though some of the forms may seem antiquated, the music speaks volumes in sound
and character and each piece offers the student something to work for musically and technically. These collections
can be found easily on IMSLP: you and your students will want to add these to your repertoire list. b
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A Hummel

TREASU

As | delayed getting out of bed, | was drawn to the music because

it was unfamiliar to me, and it seemed perfectly suited for repertoire
that would work for the concerto competition | was in charge of for
our local music teacher association. My piano teacher instinct urged

It all began one ear‘ly me to wait until the work finished to find out the name of the composer
and the title of the concerto. Noteworthy at this point is the date of this

mOrning in 19 89 as musical encounter—this was prior to awakening to iPhone alarms with
catchy sound tidbits, and it predates the ease to immediately go to

I Woke up to the Sounds Google to find the playlist for the radio program. Somehow this fateful
event started a lengthy quest to find out everything | could about this

Of a Charming piano concerto that would be perfect for our local competition. Where to begin?

: With a scrawled note showing the piece was Concertino, Op. 73 by
concerto coming frOm Johann Nepomuk Hummel, | headed to Foxes Music Store—our local
my ClOCk radio. store whose enf1p|oyees h.ove been my righfihonds in Ioca?ing mus.ic for

many past projects. Again, remember the timeframe—this was prior
to internet searches that could readily bring up this information. After
Foxes’ inquiries from publishers and sources, we discovered that the

music was no longer in print. Aha—a challenge for me to pursue further!
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Again, I look back at those days
prior to the internet searches that
facilitate the process and remember
the wonder on the faces of my
students as they leafed through

drawers in the Library of Congress.
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LIBRARY OF CONGRESS RESEARCH

My location in Arlington, Virginia, minutes from
Washington D.C., played a significant role in my quest
because | was already familiar with the wonders of the
Library of Congress music department. One rainy day
a group of teenage students and | took the Metro to
this amazing place so they could research piano music
by George Gershwin for a recital project we were
developing in the studio. | know that day’s experience
will stay with them as a fond memory that could only
come from being in a library with a “card catalog room”
with multiple drawers of Gershwin compositions to look
through as a group. Again, | look back at those days
prior to the internet searches that facilitate the process
and remember the wonder on the faces of my students
as they leafed through drawers in the Library of Congress.
Their project unveiled several Gershwin works that had
gone out of print but could be copied and performed for
our recital. Fortunately, they are now available, thanks
to a bit of inquiry and a request to the publisher.

With only a title and composer in hand, | sought
assistance from the staff behind the desks of the music
department. The process included completing a
detailed request form which would then be searched
behind the scenes within the vast library. Soon the score
arrived along with permission to hear a recording of
the work—but only twice. The library had two editions
of the work: one from 1820 (Haslinger, Vienna) and
one from 1930 (Steingrdber Verlag, Leipzig). | used
the 1930 two-piano score as a guide in listening,
recognizing the instrumentation as noted in the Piano Il
score. The library allowed copying of both editions on
their copy machine, so | was well equipped and eager
to work on starting to edit the music.

Before leaving this special place, | decided to inquire
about the treatise Hummel had developed as an
outstanding piano pedagogue of his time. Sitting at
the special table for rare music, | was amazed when the
voluminous treatise arrived, with a thick leather cover
and elegantly indented lettering on the title page:

A Complete Theoretical and Practical Course of Instructions
on the Art of Playing the Piano Forte.' The treatise title
page included Hummel’s dedication stated, “most
humbly dedicated to His Majesty George IV.”



| spent the next hours perusing every page of this
amazing chronicle of piano teaching and, much to
my delight, | was allowed to copy multiple pages of
the volume. | knew my current task of bringing the
Hummel concertino out of the dust and into the
public eye would be a long-term project for me.

Hummel’s trove of pedagogy writings and “teaching
pieces” prompted me to look further into his career

as composer, pianist, and teacher. Hummel began
his piano studies with none other than W. A. Mozart,
living with the family for several years, having lessons
free of charge, and presenting his first performance
under Mozart’s direction. He was a contemporary of
Beethoven and was considered one of the greatest
pianists in Europe at the time. Hummel was one of the
last persons to visit Beethoven before his death and
Beethoven personally requested that he perform at his
memorial service. Hummel had an excellent business
sense and developed a great deal of wealth because
of his concert tours, publishing, and teaching. He was
instrumental in systemizing multi-national publishing,
leading to uniform copyright laws in Germany and
Austria. These insights regarding the composer
increased my interest in bringing his works to other
piano teachers and students even more.

THE BRITISH LIBRARY

| followed up to discover that this charming concertino
was composed in 1816 and was an arrangement

for piano of an earlier work composed in 1799 for
mandolin and orchestra. It was dedicated to
Bartholomew Bortolazi, “maestro de mandolin.”

The instrumentation for orchestra consisted of strings,
one flute, two oboes, two horns, and bassoon.
However, the orchestral score was not found at the
Library of Congress. The score and parts to the
original mandolin concerto could be found at the
British Library. So, off we go to London!

Our family planned a European vacation that year

to celebrate our daughter’s high school graduation
and a few days in London were on the agenda. After
enjoying the sights of the city, we decided to investigate
the British Library. | went through the process of
obtaining an identification card with my photo to
enter the music section of the library. The smell of old
wood and musty air hit me as soon as | entered the
dark room. I filled out a book application slip for

the music and waited for it to arrive. Finally, | found

the orchestral parts and another early edition of the
work (S. A. Steiner & Comp.). Copies were only available
through the photocopying service that provided
electrostatic copies that were sent to my home in Virginia.
Another step in the hunt was now complete.

PUBLICATION AND PARTS

During my months of seeking the Hummel score and parts,
| had approached my publisher, Kjos Music, showing my
interest in how the concertino would fit squarely into the
intermediate piano concerto literature where there was

a gap between the student accessible concerti (Haydn
Concerto Piccolo and Concerto in C) and the hefty Haydn
D-major concerto. Kjos realized the value of the concertino
and published the two-piano score of the Hummel Concertino,
Opus 73in 1990. The National Federation of Music Clubs
soon placed the concerto in its Festival syllabus at the
Junior Concerto Class Il and lll levels. | was thrilled to see
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the work was now available for piano students seeking
new repertoire as they progressed in their studies.

With the two-piano score now available, it was important to

have the orchestral score and parts also available for performance
of the work. | sought out a former student to use Finale to notate
the parts from the British Library and create a full orchestral score.
| have enjoyed sending the score and parts for performances in
states across the country as well as in Europe and South America.
From one of these inquiries, | discovered the parts were no longer
found at the British Library, which made my determination to get
them notated even more worthwhile.

HUMMEL HUNT PART 2

Now that the Hummel Concertino was unearthed and available,

| looked over the pedagogy treatise to see what would be of interest
and worthy of publication. The treatise was a best-seller in its
time—selling thousands within days of publication.

Hummel was very thorough, starting the treatise with his personal
“Preliminary Observations Addressed to Parents and to Teachers
of Music,” which essentially states his teaching philosophy. He
describes a master teacher using “a method of instruction that is
good and intelligible and who conducts himself towards children
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Hummel was very thorough...
He describes a master teacher using
“a method of instruction that is good

and intelligible and who conducts

himself towards children with patience

and kindness and employs severity

only where it becomes necessary.”?

with patience and kindness and employs
severity only where it becomes necessary.”?

Hummel suggests that beginners require one-
hour daily instruction, but cautions against the
“erroneous opinion that to arrive at excellence,
it is necessary to practice for at least six or seven
hours every day; but | can assure them that

a regular, daily attentive study of at most three
hours is sufficient for this purpose; any practice
beyond this damps the spirits and produces

a mechanical rather than an expressive and
impassioned style of playing.”?

The first part of the treatise contains thorough
descriptions and examples of trills, appoggiaturas,
slides, and other ornaments, as well as an
explanation of stylistic pedaling. The volume
also includes over 550 exercises in every
possible combination that extends from a
range of a fifth to a full octave closely resembling
exercises of Aloys Schmitt, Op. 16; however,
Hummel’s exercises offer further extensions

of range and double notes.

Following these particulars of instruction comes
a treasure frove of student pieces that can
nurture technical skills and musical sensitivity
at the intermediate level of development. In
Hummel’s words, these are “Practical Pieces

in which are exemplified the rules contained in
the 1¥ Part.”*



As | read through these miniatures, | realized their similarity
to the “easy and progressive studies” in Opus 100 by
Friedrich Burgmiiller that are favorites in intermediate
repertoire. Similar to Burgmiiller, Hummel found a way to
create pieces that mesh technical progress with interpretive
expression. Burgmiiller provided descriptive titles to the
studies (Innocence, The Chase) rather than using opus
numbers. As | started my initial editing, | found myself also
adding descriptive names to the pieces, with the rationale
that students would more readily connect with Hummel’s
music given a title such as “The Brook,” rather than “Allegro
in A minor, Klavierschiile No. 12.” There are a total of 60
Practical Pieces in the volume along with suggestions of
works by other composers that he recommends for study.
The pieces are charming, and again my piano teacher
instinct was to see how some of them could be published
for use by teachers and their intermediate students.

After back-and-forth further
editing specifics, the publication
of these delightful pieces in
Johann N. Hummel: Piano
Masterworks in Miniature was
released in 2019. My Hummel

treasure hunt was complete!

Winter Issue 2021 Vol 13 No 4 / 43



[ debated whether anyone would be
interested in the lengthy journey I took
to simply find a few pieces to expand
pianists’ intermediate repertoire. There
may be some other music teachers
who have a similar passion to seek out
possibilities for teaching and learning

in their studios.

| edited the original scores using Hummel’s markings
reflecting the Romantic performance style. | filtered
through the collection to choose which pieces would

be most appealing to intermediate pianists. This resulted
in forty pieces at three levels of development. | presented
these to several publishers with no success, which was
disappointing but not surprising in today’s music business.
| decided to put them aside and venture on to different
projects. After many years, an opportunity arose in 2017
that brought them to life again. At an MTNA conference
| happened to mention them to my new editor at Kjos,
Gary Muhlbach. It turns out he was a fan of Hummel’s
music and asked me to send along what | had developed.
After back-and-forth further editing specifics, the
publication of these delightful pieces in Johann N.
Hummel: Piano Masterworks in Miniature was released

in 2019. My Hummel treasure hunt was complete!

| debated whether anyone would be interested in the
lengthy journey | took to simply find a few pieces to
expand pianists’ intermediate repertoire. There may be
some other music teachers who have a similar passion

NOTES

to seek out possibilities for teaching and learning in
their studios. It is much easier and immediate today
for this type of research, so | encourage you to take
the plunge and go for it! | recommend that somewhere
along the way you personally visit the Library of
Congress or British Library, just for the experience

of being there. &

JOANNE HAROUTOUNIAN is the founder and
executive director of the MusicLink Foundation. She
recently retired from George Mason University where
she oversaw the piano pedagogy program.

Dr. Haroutounian presents workshops internationally
and is the author of over thirty publications in piano
pedagogy, music, and gifted/arts education.

EDITOR'S NOTE: Visit claviercompanion.com to hear performances of the

musical excerpts.

"Johann Nepomuk Hummel, A Complete Theoretical and Practical Course of Instruction on the Art of Playing the Piano Forte (London: LCSH Piano-Methods,

T. Boosey, 1828). This document is now available through Amazon.com.

2 Hummel, A Complete Theoretical and Practical Course of Instruction on the Art of Playing the Piano Forte, iii.

*Hummel, A Complete Theoretical and Practical Course of Instruction on the Art of Playing the Piano Forte, iv.

“Hummel, A Complete Theoretical and Practical Course of Instruction on the Art of Playing the Piano Forte, 73.
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REFLECT

Frances Larimer’s
most recent

publicity photo THE
LEGACY

of

ARINIER

By Yeeseon Kwon, Gayle Kowalchyk, and E. L. Lancaster

The piano pedagogy world mourns the October 21, 2021,
passing of Frances Larimer, a trailblazer in the field of
piano pedagogy, group piano, and piano teacher training.

Her legacy lives on through her numerous students who

are today’s leaders in the field. Since their graduation from
Northwestern University, former students have shared

her influence as editors of magazines and pedagogical music,
authors of piano methods and teaching materials, researchers
on teaching repertoire and teaching strategies, executives
and officers in professional organizations, workshop clinicians,
faculty members and administrators at colleges and
universities, and independent piano teachers.
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Pre-College Years

Larimer grew up in Tavares, Florida, but rarely spoke about her early lessons.
She did relate a story about a discussion with her mother and grandmother,
who wanted Frances to take dance lessons. However, Frances insisted on
taking piano lessons and began study at age seven. Following graduation
from high school in 1947, she took a gap year and lived in Yokohama, Japan,
where her father was stationed in the military. She returned home via ship in
1948 to enter Northwestern University as a freshman. On the ship, she met
Lt. Hugh Larimer (known to his friends as Larry), who was being discharged
from the army and returning to the United States to continue his studies at
Northwestern University. Larimer often said that “there was not much spark
there when we met on the ship.”

Northwestern University

Entering Northwestern University in 1948, she earned Bachelor’s and Master’s
degrees in piano performance studying with Belgian pianist Gui Mombaerts
(1902-1993). In the fall of 1948, she happened to encounter Hugh Larimer on
campus. They began dating and were married five years later in 1953. Larry
was a professional photographer. They became avid travelers. Larry would
document the trips with photos, and Frances would organize the photos into
beautiful albums with descriptions of the locations.
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Legend has it that
graduate assistants
periodically were assigned
to count the multiple
copies of books that were
stored in the piano labs
for use in the classes.

If an assistant reported
even one missing copy of
a book, Fran instructed
them to go “count again”
to make sure that they
had not miscounted.

Fran teaching a group
piano class at Northwestern
University shortly after
installing the electronic
piano lab



Frances (or Fran as she was called by her friends) excelled
at Northwestern University and upon the completion

of her Master’s degree, she was hired to teach in the
preparatory department. Except for a one-year leave
from Northwestern to fulfill a sabbatical replacement

at Louisiana State University, she taught at Northwestern
for her entire career. Gradually, Fran began to teach
secondary students in the college division, as well. After
teaching part-time at Northwestern for fourteen years,
she was offered a full-time tenure-track position on the
college faculty, teaching both undergraduate and graduate
piano majors as well as secondary piano students.

Contributions to Group
Piano Teaching

Most of Larimer’s secondary students at Northwestern
had half-hour lessons, leaving her thinking that there
had to be a better way to work with these students.
During her one-year sabbatical teaching job, she taught
class piano on twelve acoustic pianos in one room. This
gave her the impetus to consider group teaching at North-
western. She approached the department chair about the
possibility of forming small classes for singers and instru-
mentalists, something that had not been done before at
the school. The chair was supportive of the idea, and the

classes were extremely successful. Thus, the Northwestern

University group piano program for music majors, whose
primary instrument was something other than piano,
began. Northwestern’s program quickly gained national
attention as Fran was eager to adopt technology and
materials to support the program.

As the program grew, electronic piano labs were added
and a library of multiple copies of materials to use with
the class was established. As the curriculum evolved with
changes in the field, Fran offered summer workshops based
on the Northwestern group piano model. Teachers from
other universities attended to adopt strategies that
developed under her leadership.

Mrs. Larimer’s (as her students called her) organizational
skills were legendary among her students. Everything
related to the administration of the program and the
organization of piano labs and materials was highly
thought out and developed. Graduate assistants were
often assigned to keep the labs and supplementary library
materials in perfect order. Legend has it that

graduate assistants periodically were assigned to
count the multiple copies of books that were stored
in the piano labs for use in the classes. If an assistant
reported even one missing copy of a book, Fran
instructed them to go “count again” to make sure
that they had not miscounted.

Establishment of Graduate
Programs in Performance and
Pedagogy

In the early 1970s, Mrs. Larimer first offered a one-
quarter course in teaching class piano for college-age
students and adults. Gradually, it developed into a
year-long series of courses that included teaching
students. By 1972, she had designed a master’s
degree program in piano performance and pedagogy.
Demand for the program increased so Larimer added
an MM in Music Education and Piano Pedagogy in
1977 and the first DM in Piano Performance and
Pedagogy of any school in the country in 1980. The
fact that she was able to instigate these programs
without a doctoral degree herself signified the respect
that her colleagues on the music faculty, specifically
the piano faculty, had for her.

Fran teaching
a pedagogy class
on group teaching

in 1995
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Fran with a few of the
On a personal note, the three authors of this tribute were involved in the students from the Russia
pedagogy program throughout Larimer’s tenure at Northwestern. In the early study group in 1996
1970s, E. L. Lancaster approached Larimer about doing a doctorate in piano —_—
pedagogy. At that time, there was no such degree. Fran convinced the music
education faculty to allow him to pursue a music education degree, with a
concentration in piano pedagogy. Using him as an example of the type of
student who would pursue a DM in Piano Performance and Pedagogy, she
was able to institute the doctoral program. In the late 70s, Gayle Kowalchyk
was Larimer’s graduate assistant and a student in the MM program in piano
performance and pedagogy. Yeeseon Kwon, like Larimer, did both her The fact that she was
Bachelor and Master of Music degrees at Northwestern, working very closely

with Fran. She was one of the last students to work with Larimer before her able to instigate these

retirement. Yeeseon and another former student, Mary Beth Molenaar, programs without a

were pillars of support for Fran during her retirement years. doctoral degree herself
signified the respect that

Fran with the authors of this her Colleagues on the

article at the NCKP Conference ) .

in2019 music faculty, specifically
the piano faculty, had

From L to R: E. L. Lancaster,

Frances Larimer, Yeeseon Kwon, fOI’ her.

Gayle Kowalchyk
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In designing the degree programs in piano pedagogy,

Larimer often spoke about three goals for students in her graduate

] STUDY THE ART
OF TEACHING.

This included evaluating
methods and teaching materials,
developing diagnostic skills,
and understanding teaching
approaches. Larimer kept the
methods and materials for
pedagogy students to evaluate
in green boxes in the piano
pedagogy resource area. She
required students to document
and summarize characteristics
of these materials on file cards
as a way to develop their own
resource library. These file cards
assignments were a source of
many late-night group projects
in the pedagogy resource room.
When students finished the
year, they truly felt that they
were members of “The Green
Box Society.”

programs. She wanted them to:

2 OBSERVE MASTER

TEACHERS AT
ALL LEVELS OF
INSTRUCTION.

To achieve this objective,
Larimer enlisted the aid of
specialists in all areas of
teaching. For work with teaching
children, she established
demonstration classes and
private lessons taught by
nationally recognized adjunct

faculty members from the region.

As the program grew, she was
able to obtain a tenure-track
faculty line to hire a specialist
in college-level group piano
teaching. She convinced the
Northwestern applied piano
faculty to allow students to
observe their teaching and then
work under their supervision
with their freshmen and
sophomore piano majors.

3 COMPLETE INTERN
TEACHING UNDER
SUPERVISION.

In the early days of the
program, Larimer would
circulate from room to room
and observe each teacher.
As technology developed,
she supplemented live
observations with video
recordings of lessons. Larimer
and the student teacher
would watch the video
together. These intense and
time-consuming sessions
involved stopping the tape
and discussing the pros and
cons of the teaching, as

well as alternate ways of
approaching the instruction.

Fran introducing American teaching materials to teachers
at the Rubin Academy in Jerusalem in the 1970s

Fran and a student teacher watch a teaching video
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When Larimer developed the pedagogy degree programs,
there were no model programs for her to emulate.

She often talked about the fact that she had no formal
training in teaching and had learned by trial and error.
Her own lack of training and on-the-job personal experience
provided the motivation to establish these programs.

The Northwestern degree program that she established
has provided the model for many other programs today
(often established by graduates of her program).

Work in Professional Organizations

Larimer was a tireless supporter of professional
organizations and their work. From 1975-79, she planned
group piano sessions for MTNA national conferences as
part of her duties as National Group Piano Chairman.
She served as chapter advisor for the Northwestern
MTNA Collegiate Chapter and was on the Editorial
Board of the American Music Teacher magazine. A frequent
presenter at local, state, and national conferences,

she often lectured on introducing twentieth-century music
to pre-college students in addition to sessions related

to teacher training. In the mid-1980s, she co-authored
The Piano Pedagogy Major in the College Curriculum,

a publication of the National Conference on Piano
Pedagogy. This publication focused on curriculum
development, highlighted outstanding pedagogy
programs, and served as a model for the creation of
programs at other colleges and universities.

International Work

While many professional colleagues are aware of Larimer’s
lectures in Russia, her prior work at the Rubin Academy in
Jerusalem and the International School of Music in Hong
Kong is not as well known. At her international work-
shops, she would demonstrate piano teaching strategies
and introduce teachers to American educational music.

As part of an exchange program with a professor from
the St. Petersburg Conservatory, Larimer traveled to
Russia in 1991, as the first American to lecture to piano
teachers on pedagogical practices in the United States.
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During this first visit to Russia, she stayed in the dacha
that had belonged to Shostakovich in the village of
Repina. Her room was Shostakovich’s study which
contained his original furniture including his piano.

Following this initial visit, Larimer took a small group

of piano students and teachers to Russia for ten days

in 1993, through a program with the International Center
of Russian Musical Culture. In addition to studying

the history of Russian music, students had lessons

with Russian teachers, visited museums, and attended
concerts. This program continued for ten years in
association with the St. Petersburg State Conservatory

of Music, ending in 2004.

Retirement

In1998, after forty-two years of teaching at Northwestern,
Larimer retired from the university. That does not mean
that she retired from the profession. She served as a
consultant in piano pedagogy for the Academic Relations
Department of the Yamaha Corporation of America.

She would often visit colleges and universities to help
establish new pedagogy programs and invigorate existing
programs. She continued to attend professional conferences,
often saying that the highlight of these events was visiting
with former students and attending their presentations.

Fran and some former students at
her retirement party in 1998

From L to R: Jane Magrath, Fred Kern,
Fran, Barbara Skalinder, Marcia Bosits



In 2010, Fran and Larry moved to Westminster Place, a senior
living community in Evanston, lllinois, and lived there for the
remainder of their lives. The website for the center describes it as
being a place where the curious keep exploring, and the thinkers,
doers, and givers find new ways to learn, contribute, and serve.

It was the perfect place for Fran and Larry to spend their senior
years. The community sponsored weekly concerts (often students
from Northwestern performing run-throughs of their recitals) and
lectures. Sylvia Wang, a member of the Northwestern University
piano faculty, presented recitals as part of the Westminster recital
series. Sylvia recalls that Fran and Larry were always in the
audience at her recitals.

Westminster Place provided transportation to local events
including concerts of the Chicago Symphony Orchestra. Having
had season tickets to the Chicago Symphony for many years,
she continued to attend these concerts throughout her retirement.
Larimer also kept active teaching a few residents who wanted to
study piano and practicing piano duets with one of the more
advanced pianists. Larry passed away in 2018 and Fran continued
to stay active in the community.

Awards and Legacy

Even after her retirement, the piano teaching community
continued to recognize Fran’s contributions to the profession.
Larimer was recognized in 2006 as lllinois Music Teachers
Association Foundation Fellow. In 2011, she was awarded the
Lifetime Achievement Award from the National Conference
on Keyboard Pedagogy. The lllinois Music Teachers Association
recognized her as Teacher of the Year in 2018. At the MTNA
National Conference in 2019, she received the MTNA Teacher
of the Year.

Frances Larimer was a teacher—not only a teacher of piano,
but a teacher of teachers. Her legacy continues to live today
through her former students, and she would be very proud.
Mrs. Larimer encouraged each of her students to develop their
strengths and pursue their dreams without becoming carbon
copies of her. Her students developed tenacity by following her
example, both in her work at Northwestern University and in
pursuing other professional goals. Students knew that they had
arrived when Fran would turn to them at a conference and say,
“Don’t call me Mrs. Larimer anymore. Call me Fran.” On behalf
of all your former students, the authors of this tribute say,

“Thank you, Fran.” b

“Don’t call me
Mrs. Larimer anymore.

Call me Fran.”

On behalf of all your

former students,
the authors of this

tribute say,
“Thank you,
Fran.”

YEESEON KWON teaches piano musicianship and

piano pedagogy in the music conservatory of the Chicago
College of Performing Arts at Roosevelt University. Also
specializing in andragogy, she enjoys teaching adults at
the Music Academy at Northwestern University. Kwon
has authored and edited numerous publications and is
President of the lllinois State Music Teachers Association.

GAYLE KOWALCHYK is a member of the piano faculty
at California State University, Northridge. A co-author

of Alfred’s Premier Piano Course and Music for Little Mozarts,
she holds an Ed.D. from Teachers College, Columbia
University, New York.

E. L. LANCASTER is a piano faculty member at
California State University, Northridge. Previous positions
include Senior Vice President and Keyboard Editor-in-Chief
for Alfred Music and David Ross Boyd Professor of Music
at the University of Oklahoma.

Winter Issue 2021 Vol 13 No 4 / 53



PIANO MAGAZINE MARKETPLACE

WINTER 2021: PIANO MAGAZINE MARKETPLACE

Keys to Imagination

Add excitement to your studio with incentive programs, theory games and hands-on
teaching tools. Easily use your iPad or tablet effectively with Music Theory APP MAP and
register for the MusicEdConnect.com® on-line conference!

Lyrical Applications

Our apps give music teachers and students a fun way to learn the fundamentals
of music theory, including keys, key signatures, and chords. They are always
handy on your iPhone.

Note Quest App

Make sight reading practice easy and fun! Note Quest helps bridge the gap between

single notes and sight reading. “...It deserves to be a resource in every studio!”— Vicky Ball, UK
The Playful Piano

Piano teaching resources that inspire and engage! Discover music history listening
& coloring books, practice resources to turn your students into thoughtful, effective
practicers, and much more!

The Frances Clark Center Courses - NEW

A Pianist's Guide to Teaching in Groups will equip piano teachers with the skills
necessary for planning, preparing, and implementing group teaching at all levels,
from preschoolers through adult learners. This 19-session course takes approximately
18 hours to complete. Enroll today. $129.

The Frances Clark Center’s Piano Education Press

The Frances Clark Center is pleased to announce the publication of Piano Literature for
Teaching and Performance: A Graded Guide to Annotated Bibliography by Dr. Jane Magrath.
Order at claviercompanion.com/janemagrath.

Piano Magazine - Price Increase
PIANO MAGAZINE Renew your subscription now before prices increase on February 1, 2022.
Renew at claviercompanion.com.
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COLLEGES & UNIVERSITIES

Frost School of Music

The Frost School is a dynamic center for professional performance study and scholarship. Under the
guidance of our world-class faculty, piano students receive individual mentoring preparing them for
the music profession. Many of our students have performed in important venues such as Carnegie
Hall and received top awards at international competitions.

Ithaca College School of Music

Ithaca College School of Music is an undergraduate-focused, conservatory-style setting within a
comprehensive college in Upstate NY. Each music degree features experiential learning driven by
expert residential faculty. Our school hosts 400 concerts and recitals annually, spanning Symphony
Orchestra to Steel Drum Ensemble; Piano Ensemble to Choir; and everything in-between.

The Master's University Piano Pedagogy Program

Become a performer, teacher, and mentor. Change the lives of young musicians through inspiring
instruction. Study piano pedagogy at The Master's University School of Music. Scholarships
available. masters.edu/music

Southern Methodist University
Perform, Compose, Excel

Trinity University Music Department

One of the country's finest small liberal arts institutions, Trinity University offers a rigorous, flexible
curriculum, and attracts talented, serious students interested in music either as a career or an
avocation. An all Steinway school with state-of-the-art facilities, Trinity music faculty are committed
to the education of undergraduate musicians.

\\ The NEW!

Hidden Gems: Four Centuries of Piano Music

Fra nces Cla rk Cenll'er by Women Composers

ONLINE TEACHER EDUCATION COURSES A Pianist’s Guide to Teaching in Groups

NEW!
Online. On demand. A Pianist’s Guide to Studio Management

Completed at your own pace.
Foundational Piano Pedagogy

Subscribers receive 20% off any full length course with code:
20PIANOMAG

claviercompanion.com/courses

AND MORE!
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Musicians and Mental Health
Professionals as Non-Traditional
First Responders

Psychologically, the pandemic has ignited a mental
health crisis. An emotional post-COVID “syndrome”
—a psychological version of the physical long-hauler
syndrome—will persist long after the biological puzzle
of this virus is solved.

Abandonments in childhood, loss of family members and
friends, illness, family moves, economic inequities, and
divorces and breakup of the nuclear family are devastating
to young children and people of all ages. Intellect, reason,
and productive activities are no match to quell the
devastation of the ghosts from our past personal histories,
which are always lurking as skeletons in the mental closet
of the mind. Emotional stress awakens them to haunt

and scare us. Emotions out of sight are not out of mind.
Words to express feelings often feel inadequate because
they are. You can close your eyes and cover your face, but
you cannot purposefully turn off your hearing and mask
the melodies in your mind. Our life history accompanies
us in everything we do, including teaching and performing.
Music has soothed us in various ways during an intense
time in our lives and in our historical moment.

| have listened to my patients burst into song about
celebrations, life cycle events, and losses as music evoked
memory. | cannot forget a group of children with whom

| worked many years ago who could not speak but could
comprehend what was said to them. Each student had
an individualized computer to express what was in their
mind and heart. | used music to communicate with them.
One child cried as he told me, through his special device,
about his parents’ divorce. An adolescent girl shared

her excitement about wearing eyeshadow. Music is an
integral part of emotional healing from trauma and loss
throughout life and most currently from COVID. Music

is everywhere when we listen. So are teaching and
performance opportunities.

Musicians as Innovators

In his visionary book, The Artist as Citizen,' Joseph Polisi
illustrates that the pandemic has crystalized what has
been clear all along. A music education involves more



than teaching performers; it also nurtures innovators and
communicators. Polisi notes how the classical arts have
been victims of a culture that wants quick fixes, instant
cures, and immediate solutions. The power of the arts

to emphasize deeper values of meaning in life has been
compromised by social media, Instagram, TikTok, catchy
YouTubes, and one-liner memes. As both a musician and
a clinical psychologist, | have noted similar trends in the
mental health profession in quests for rapid results for
longstanding complex issues.

In other words, music education needs to be a partner

in our localities, national life, and the world by emphasizing
more than note-perfect performances and demonstrating
to the public a message that the arts are vital to the soul
of our nation. For studio teachers, it is never too early to
introduce children to the joy of music making. School
programs can continue a humanitarian emphasis on

the arts as vital for people of all ages, economic statuses,
musical tastes, and political persuasions. Students
graduating from music schools and conservatories must
become more than teacher-performers but create
performances with social, humanitarian perspectives
and consider playing in public in non-traditional venues
and interacting with audiences. This places the music
teacher in an advantageous position to nurture current
students and graduates who, in turn, educate and
nurture the general public about the value of the arts.

Caring about students also involves self-care. Burnout,
physical issues, and concerns about future work are but a
few of the endless possibilities that need attention during

and in the aftermath of COVID.
includes not seeking professional
issues can impede the musician’s
It takes a village of professionals
with new vision and a redesigned
musicians to bring the value of m
post-pandemic society.

Through both creative performin
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LEARN

Remaking Ourselves
and the Standard Canon:

Perspectives and Resources

for Promoting Diversity, Equity,
and Inclusion in Classical Music
by Nicholas Reynolds

The life-altering events of the past year have been a wake-
up call for all of us to reassess our values and practices as
artists and educators. Our musical community has developed
a collective sense of advocacy and accountability that

has been tremendously overdue, geared towards a more
diverse, inclusive, and equitable field of music. Many of us
may consider ourselves supporters, advocates, and allies,
but how do we ensure that we use our good intentions

to become true and respectful agents of change? Our
language, tools, resources, and approaches need constant
internal and external reassessment; our goal is a moving
target that we must always and continuously strive towards.
A good place to start is a common understanding of the
language—what do the terms diversity, equity, and inclusion
mean to each of us, and how do we make sure we are
constantly upholding these values?

The term diversity embraces not only the equitable
representation of people of different backgrounds, lived
experiences, and perspectives, but also the way we under-
stand and honor the ways in which people are unique.

The diversity that we strive for in our communities can be
reflected in our musical lives as well, from the repertoire we
perform and assign students, to guest artists we invite to
our schools, to hiring practices at our institutions. However,
diversity in itself is insufficient unless it is in tandem with the
values of equity and inclusion. Equity ensures that all groups
and individuals have what they need in order to be successful;
it also recognizes the agency of those who are under-
represented and marginalized and respects their role in
decision-making situations. Inclusion invites us to listen to
our differences and treat others with respect regardless of
those differences; it means choosing a language that doesn’t
inadvertently exclude or insult others and striving to be
informed and respectful of our differences.

Racial and gender diversity have been at the forefront of
the DEl movement in classical music given the historically
perpetuated marginalization of BIPOC (black, indigenous,
and people of color) and women composers. To Brazilian
pianist Daniel Inamorato, founder of The Toy Piano
Sanctuary and Neurodiversity Music Institute, the
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conversation about diversity in classical music should not
only include racial and gender identity, but also diverse
physical and neurological abilities. Based on his experience
working with students of many such backgrounds, Inamora-
to reminds us that students and artists can possess one or a
mix of distinguishing traits, and it can be insensitive and
alienating to categorize them based on one single kind of
diversity. Avoiding assumptions and stereotyping, as well as
being invested in their individual identity, is a mindset we
can constantly advocate for in every aspect of our musical
and personal lives.

Both music and society have changed immensely in the past
400 years, yet the repertoire in our traditional canon still
includes very few works by historically underrepresented
composers and new compositions. Rethinking our traditional
repertoire selections, even one bit at a time, can have a
great potential to reflect the changes we want to see in our
society and to inspire and empower future generations of
artists, teachers, supporters, and leaders. However, when

it comes time to program a concert or assign pieces to
students, many of us may struggle to find inclusive and
diverse elementary and intermediate repertoire that is age
and level appropriate.
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Dr. Susan Yang, Assistant Professor of the Practice of Piano
at Vanderbilt University’s Blair School of Music, shares that
it is increasingly common to employ repertoire substitution;
for example, we can replace a “traditional” work with one
by a woman or BIPOC composer. Dr. Yang, along with a
diverse team of pianists and educators, have spearheaded
a groundbreaking online resource, A Seat at the Piano
(aseatatthepiano.com). ASAP is a growing database of
graded keyboard repertoire by underrepresented composers
which includes biographical information and links to many
videos and scores. A truly invaluable resource for all pianists
and teachers, the database allows us to search by name,
title, level, identifier, nationality, and other keywords.

There are a number of supplemental materials teachers
may consider using with their students from an early age

to begin broadening their taste and acceptance of a wider
array of harmonic languages. The Royal Conservatory’s
Celebration Series offers a well-rounded approach, including
repertoire, etudes, sight reading, and ear training books,
and much of the Baroque through Contemporary repertoire
features lesser-known works and composers. Exposing our
students to a more equitable representation of composers
and musical languages inspires them to embrace diversity in
music and instills in them the importance of understanding
the background of a composer and their compositions.

Hal Leonard has published a series of books entitled 24
Traditional Folk Songs for beginning to intermediate pianists,
with folk songs from China, Korea, Japan, Malaysia,
America, and Ireland. Dr. Artina McCain, Coordinator of
the Keyboard Area at the Rudi E. Scheidt School of Music at
the University of Memphis, arranged African American Folk
Songs Collection, which was recently published in this series.
These songs include spirituals and other folk songs from the
tradition of Africans who were brought to the United States
and their subsequent generations.

Dr. McCain’s insights teach us the importance of context-
ualizing music and deliberately integrating diverse and
inclusive subject matter into the studio. While many of the
songs in her book are upbeat and depict topics such as
freedom and religion, some of them bring attention to more
difficult topics; for example, there is a song about children
being sold. When asked how she might address this subject
with students, Dr. McCain says, “Take it as an opportunity to
learn and grow rather than to bury it.” We can help students
understand the context in which music was conceived and
the extra-musical ideas around it as a way to break a historic
pattern of systemic racism and lack of equitable inclusion in
classical music. According to McCain, “We must untangle
the history to free our unknown bias perceptions”.

McCain further states, “Keep pieces in the canon that
represent the struggle that African Americans had in
America so that we don’t forget. At the same time, embrace
that those contributions, which came from great pain, also
produced great historical art.”

| want to thank Dr. Artina McCain, Dr. Susan Yang,

Daniel Inamorato, Henry Lebedinsky, and many others for
inspiring and informative conversations, and for sharing
their expertise as well as their perspectives and experiences
as individuals devoted to more diverse, equitable, and

inclusive musical communities.

Through kindness and humility, each of us can be an
active part of equitable change by:
+ Frequently self-examining how our values are reflected

in the decisions we make on a daily basis

Recognizing our unconscious biases and privilege and
never staying stationary in our growth

Making the extra time and effort to step outside our
comfort zones, challenging ourselves to look beyond
the pieces, methods, and practices we are accustomed
to using

Continuing to ask respectful questions and learning
about others’ perspectives, even when it makes us
feel vulnerable

Being genuine and intentional about inclusivity

Setting aside our pride when our intentions are not the
right course of action or our actions don’t yield the
intended outcome

+ Engaging and actively listening to those whose
backgrounds, lived experiences, and perspectives are
different from ours

For those not familiar with the Sphinx Organization,

their programs and initiatives are incredible resources to
know and follow. Their annual conference SphinxConnect
(sphinxmusic.org/sphinxconnect) is the epicenter for
artists and leaders in diversity. ASAP also offers a list of
other organizations that promote DEl values:
aseatatthepiano.com/links.

[ hope that through these resources and reflections we will
each continue to grow and challenge ourselves every day,
in our private studios, at our institutions, as administrators,

in our performing careers, and in our lives. &

NICHOLAS REYNOLDS is Assistant Professor of
Music and Chair of the Performing Arts Department
at Volunteer State Community College in Tennessee,
and is President of the Nashville Area Music Teachers
Association. nicholasreynoldspiano.com
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RIPPLING SPRING WALTZ

by Estelle Ricketts

When one thinks of waltzes in piano
repertoire, there is no limit to the variety
of composers who have contributed to
this delightful genre. It is a dance that

is not only fulfilling to perform, often
showing different levels of virtuosity in
the right hand, but also highly pleasing
for audience members.

Among the many waltzes that permeate
our literature, a beautiful gem that is well
suited for an early-intermediate student
is Rippling Spring Waltz by Estelle Ricketts,
published in 1893. Although not much is
known about Ricketts’s life, the Library of
Congress believes that this piece is one

of the first piano manuscripts published by
an African American female. Apart from
the historic treasure of this composition,
the music is simply too wonderful to leave
sitting on the shelf!

This waltz highlights the right hand’s
part, and allows for the left hand

to remain constant and unchanged
throughout the entirety of the piece.

This allows the student to develop many
pianistic technical and musical challenges
in the right hand, in a focused study.

60 / PIANO MAGAZINE

by Leah Claiborne

EXCERPT 1:
Estelle Ricketts, Rippling Spring Waltz, mm. 25-28.

Rotating wrist for wide interval leaps
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This passage of melodic sixths serves as a wonderful study to help
aid in relaxation.

EXCERPT 2:
Estelle Ricketts, Rippling Spring Waltz, mm. 41-44.

Shaping repeated double thirds
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Again, students often anticipate playing the same notes in a locked
hand position, which causes tension. By encouraging the student
to think musically and shape the repeated thirds, the student will be
able to produce a beautiful and relaxed melody, despite the
additional notes being performed.
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Octaves can be a challenge for students with smaller
hands, or for those just learning how to manage handling
notes musically in such a wide span. The beautiful aspect

of this piece is that each of these technical elements is
short and can be extracted as part of a technical exercise
for the student to always come back to and continue

to develop.
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Students often love to play fast, and this ending gives
students and audience members a satisfying finale that does
not disappoint. The student has the opportunity to develop
a quick and light touch to aid in the exciting ending.

This waltz is a piece that | often enjoy giving a student
before making a change in the level of repertoire
because this short composition has everything a teacher
would want a student to be able to accomplish!

Before you know it, you too will be waltzing along to
America’s first published piece by a Black female
composer. A recommended edition is Black Women
Composers: A Century of Piano Music (1893-1990) by
Hildegard Publishing. b

LEAH CLAIBORNE promotes diversity in the arts by
championing piano music by Black composers in her
performances, research, and teaching. She serves as
coordinator of Keyboard Studies at the University of the
District of Columbia.
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COMPREHENSIVE ONLINE RESOURCE
Piano Adventures®

Teacher Atlas

Whether you're teaching in-person, online, or both,
the Piano Adventures Teacher Atlas serves you
and your students with:

Access to Faber Books
Technique Videos
Lesson Plans
Annotation Tools
Screen Sharing Slides

Other helpful features include interactive
elementary flashcards, audio backing tracks and
performances, and linked assignments.

New in the Atlas this Fall is the Jazz & Blues KIT,
a digital resource for teaching improvisation using
songs from the FunTime® Piano Jazz & Blues book
(Level 3A-3B). Watch for our Year of Creative
Improv coming soon, with new videos for teaching
creativity and improvisation. Discover a world of
ideas hidden in every song, with new ways to tap
into the creativity of every student!

“I got the Atlas when all my lessons
went online (don’t know how I
would’ve done without it). Now that
most are back I still use it as I still
need to stay several feet away and
also use a different keyboard for
demonstrating concepts and playing
duets/accompaniments. Helps a ton
with lesson planning, too.”

—L.B., San Bruno, CA

Get started at pianoadventures.com/atlas
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GRADE LEVELS

BEGINNING
Five-finger patterns & simple rhythms

EASY

Scales & simple syncopation

INTERMEDIATE
Beginning counterpoint & complex rhythms Bach notebooks,

Barték Mikrokosmos I-I1

LATE-INTERMEDIATE
Technical & rhythmic sophistication Bach Inventions,
Barték Romanian Folk Dances

DIFFICULT
For competent pianists Mozart sonatas, Brahms Rhapsody,

Op. 79, No. 2

VERY DIFFICULT
For advanced pianists Chopin etudes, Beethoven Sonata, Op.57
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by Wolfgang Amadeus Mozart and

by Ludwig van Beethoven,
both edited by Mario Aschauer

It is always a delight to acquire new scores, and yet rather
surprising to behold new editions of Mozart’s Sonata in

A Major, KV 331 (300i) and Beethoven’s Bagatelle in A
Minor, WoO 59. Both works are established standards

of piano repertoire and one may legitimately ask what
prompted new editions at this time.

Conductor, harpsichordist, and musicologist Mario
Aschauer has detailed the interesting history of the various
sources of KV 331 (300i) in a substantial and authoritative
preface. The lack of a single, definitive source provides

the rationale for a critical edition that will allow pianists

to make educated performance decisions.

The incredible recent discovery of not just one but two new
sources has led to the publication of several new editions of
KV 331 (300i). In 2014 a fragment of the autograph was
discovered in Budapest, and in 2017 a previously unknown
manuscript copy was located in Munich.

The 2020 Barenreiter Urtext publication of KV 331 (300i)
draws upon previously existing and newly discovered
sources to render two versions of the sonata. The initial
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version is based on the first edition published by Artaria in
1784. The second “reconstructed” version is drawn from
the existing autograph fragment, the recently discovered
one, and the newly discovered manuscript copy.

Editorial suggestions are clearly indicated by square
brackets or dashed lines. In addition to a critical
commentary, footnotes provide clear explanations for
each of the amendments, while addressing inconsistencies
regarding pitches, Mozart’s use of dots and dashes, slur
placement and length, dynamic marks, note stemming,
and the location of the Da Capo indication in the

ia Allegrino movement.

The whereabouts of the autograph of Beethoven’s
Bagatelle in A Minor, WoO 59—widely known as Fiir Elise—
remain unknown. What exists is a draft of the piece as well
as a notebook sketch for the first twenty-two measures.
The draft also includes pencil alterations which overlay
the original ink score. The alterations were ultimately
abandoned, but reveal Beethoven’s intentions for a rather
different version of the piece.

The objective of the 2020 Bérenreiter Urtext publication
of WoO 59—also edited by Mario Aschauer—is to throw
light on this contemplated second version. Along with a
copy of the first edition, it contains a transcription of the
draft with alterations as well as a reconstruction of the
second version. Once again, the critical commentary and
footnotes elucidate editorial suggestions. It is enthralling
to be privy to Beethoven’s process and to consider an
alternate iteration of WoO 59.

Both editions are highly recommended for all pianists from
intermediate level on. They are a wonderful reminder that
new discoveries keep classical music dynamic and vital.

(Barenreiter, $12.00; $5.99) —Evelyn Dias



This collection presents sixteen masterpieces associated
with Ellington. He composed fourteen of the selections,
while Billy Strayhorn composed Take the A Train and Juan
Tizol composed Perdido. The collection contains a nice
variety of styles and moods: slow swing, ballad, variations,
slow blues, and lively swing. The pieces are a delight

to play.

The piano level is early intermediate. The arranger, Phillip
Keveren, states in the preface that “l tried to keep the
technical aspects...as clean and direct as possible.” Great
emphasis has been placed on playability, and Keveren
succeeds remarkably well. For example, the key signatures
for fourteen of the pieces are limited to two accidentals.
The rhythms are not complicated, and the note values are
basically restricted to quarter and half notes along with
some eighths. The pieces are short and manageable,
usually two or three pages in length. Each piece presents
the main theme, generally in AABA form, without any
additional elaboration. Most of the selections, such as
Don’t Get Around Much Anymore, Satin Doll, and | Ain’t Got
Nothin’, are to be played in swing rhythm.

by Phillip Keveren

Duke Ellington played a pivotal role in the history of jazz.

He was an influential American composer, pianist, and jozz The collection’s layout and printing are excellent. The titles

orchestra leader who rose to fame through his appearances

listed in the table of contents are given in alphabetical
at the Cotton Club in Harlem.

FIND YOUR OWN
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Whether you're a music teacher or just entering the field,
our Piano Pedagogy program provides the practical
knowledge for teaching music to all ages and abilities

— from elementary to advanced students. You can take
classes or earn a degree or certificate, while gaining
skills in nurturing musicianship and technical proficiency.
Online lessons and classes available.

Learn more at
link.stthomas.edu/music
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College of Arts and Sciences ¥ St.Thomas
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order. Jazz chord symbols are conveniently placed above
each chord. Page turns are well done, with one hand
dropping out when it has little action. Fingering
suggestions are given in questionable spots and do not
clutter up the score.

The lyrics are included for each piece except for Caravan
and the Satin Doll variations. | found singing the words was
not only fun but necessary for a good understanding of
the titles, moods, and styles. Sophisticated Lady presents

a good example. Keveren’s inclusion of an unusual
whole-tone introduction highlights “sophistication,” while
the sad lyrics “when no one is nigh, you cry” explains the
prominent use of highly chromatic, descending melodic
and harmonic lines.

The player will encounter many interesting and typical
Ellington techniques: long repetitive ostinato-like patterns
as in Caravan, chromaticism as in Sophisticated Lady,
harmonic sequences as in Day Dream, and parallel

quartal chords as in Satin Doll. While some of the original
passages were complex, Keveren has managed to arrange
everything to be easily performable. This outstanding

new edition can serve as a wonderful introduction to the
world of jazz and especially Ellington’s greatest works.
(Hal Leonard, $14.99) —Ernest Kramer

Duke Ellington played
a pivotal role in the history
of jazz. He was an influential
American composer, pianist,
and jazz orchestra leader
who rose to fame through his

appearances at the Cotton
Club of Harlem.
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Billie Eilish for Beginning Piano Solo features ten hits arranged
for the ambitious late-elementary or early-intermediate
student. These selections have been transposed to easier
keys. Simplified rhythms are appropriate at this level; only
one piece has sixteenth notes. The left hand is primarily
whole and half notes, staying in five-finger positions as
much as possible. The right hand has single-line melodies.
A few harmonic thirds and fifths are sprinkled in here and
there, but there are no chords to juggle. This collection

would also work well as sight reading for a more advanced

student. ($14.99)

A notch more difficult, Pop Piano Hits: Simple Arrangements
for Students of All Ages features five current hits. Two of
these selections have syncopation in the left hand, and two
have more complex sixteenth-note and triplet rhythms in
the melody. A few have been transposed to easier keys, and
none have accidentals. Harmonic intervals from a second
to a sixth add richer harmonic detail. Students should be
on the lookout for repeat signs in the middle of a piece, D.S.
al Coda indications, and first and second endings. ($9.99)

Cool Pop: 8 Chart Hits for Piano Solo, arranged by Mona
Rejino, is sure to please the intermediate to late-

NEW
POPULAR MUSIC
OPTIONS FROM
HAL LEONARD

intermediate student. These well-crafted arrangements
include syncopation in both hands, octaves, left-hand
jumps, double sixths, and chords. Most are in their original

keys. ($12.99)

Hamilton for Piano Duet is a must for fans of the musical.
Ingeniously arranged by Eric Baumgartner, these eight hits
capture the vibrant essence of the music. The duet format
is a perfect way to incorporate the rhythmic complexities
and energy of the original music while staying at the
intermediate level. These exciting duets would work well

in a recital setting. ($19.99) — Carmen Doubrava

arranged by Mona Rejino

by Lin-Manuel Miranda, arranged by Eric Baumgartner

When intermediate-level students ask for popular music,
Hal Leonard always has a wide selection of the latest hits
transcribed for piano. The following four collections

are the pop hits that students are asking for, and these
arrangements work exceedingly well on the piano.
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by Keith Snell

Keith Snell is on a roll here with a wealth of music—

and we need to jump on the wagon with him! His new
collection, Three Sonatinas (for the elementary student)
is a welcome addition to the sonatina repertoire. All

are unique in sound and style and beckon the budding
sonatina pianist to play them. In this collection, Snell
labels the form in all the first movements, indicating the
exposition, first and second themes, development, and
recapitulation. He does the same for the last movements
(two are rondos, one is ternary). These are helpful guides
to assist the student in learning common forms. Snell’s
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collection is a welcome addition to the teaching library;
the pieces sound new and fresh and are exciting to play.
Students will want to learn every one of thesel!

Progressive Piano Repertoire features thirty-three pieces
that, as Snell states, can be used with any piano method
or independently. The repertoire selection of this collection
is intriguing. While it features several standard classical
pieces, it also contains several unknowns by Reinagle,
K&hler, and Szymanowski. The collection also includes
several pieces composed by Diane Hidy and Keith Snell.
These compositions are just delightful and very pleasing
to the ear. Both Hidy and Snell are very creative with their
writing, and students will enjoy these pieces. My favorites
by Hidy are “Mashed Potato Clouds” and “Bridge to
Forever.” | had a hoot playing Snell’s “Bounce House”
and “Lights, Camera, Action!”

Snell’s Perspectives offers the intermediate to later-
intermediate student a wealth of challenges—and fun,
too! Inviting titles such as “Long Summer Days,” “Strength
and Courage,” and “White Shadows” are just a few.

“The Challenge” can help build impressive technique for
the left hand. “Benediction,” which is cast in G-flat major,
gives a nod to Schubert’s Impromptu in G-flat, and works
the student on balancing melody against accompaniment.
“White Shadows” is a toccata on black and white keys:

the left hand plays the black keys, and the right hand

plays the white keys. All these pieces sound good, are
musically grounded, and require the student to give back
in musicianship and technique. In addition, they each help
to focus on a technical and musical skill. (Kjos, $6.99;
$7.95; $7.99) — Adrienne E. Wiley b
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TEACHING
THE WHOLE MUSICIAN:

A Guide to Wellness in the Applied Studio

by Paola Savvidou

review by Meg Gray

Wellness for musicians is a topic that came to the
forefront in the 1980s and 90s, as musicians and
pedagogues teamed up with medical professionals
and other wellness experts to explore how musicians
can play and sing in the healthiest way possible.

Since that time, many articles, studies, and conference
presentations have educated performers and teachers
on this important subject. In Teaching the Whole
Musician, Paola Savvidou does an exemplary job of
gathering large quantities of research and organizing
it into a dense, well-written volume of information
that will be valuable for applied music instructors of
every instrument, including the human voice.

The text is structured as follows: it begins with a
general introduction to wellness. This is followed by
a chapter on the role of the applied instructor, and
then three chapters on the human body, presenting
common injuries, physical alignment, and how to
prevent injuries. An in-depth chapter discussing
movement and its effects on musical expression
follows; specifically discussed is the Laban movement
analysis. At this point, Savvidou moves to a discussion
of mental health basics, and the value of contem-
plative practices. Teaching the Whole Musician
concludes with a chapter on nutrition and sleep,
which is followed by an extensive notes section

and many bibliographic references.
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As an experienced professor in the fields of piano pedagogy
and class piano, a section that really struck a chord with me
was the several paragraphs on “Who is the Twenty-First-
Century College Student?” found in Chapter 1. This topic

is one which is both timely (pandemic, anyone?) and very, very
important. It is so easy to believe that students view the world
with their teacher’s perspective, and this just isn’t true. Wise
teachers try to see things from their students’ point of view, to
best help them achieve their goals.

The three chapters on the human body provide a wealth

of information (and diagrams!) on common physical issues
and how to prevent them. The information in Chapter 3 is not
earth-shakingly new, but it is very useful to find it so clearly
presented and well organized in a single volume. An added
benefit is that the material is comprehensive, with sections on
neuromusculoskeletal health as well as hearing health and
vocal health. Chapter 4 is fairly unique; it is an introduction
to physical alignment, and how most effectively to stack the
joints. In Chapter 5, Savvidou discusses stretching, and
touches on Alexander Technique, Feldenkrais, yoga, and
Pilates, amongst other topics, as a means to prevent injuries.

Savvidou devotes all of Chapter 6 to Laban movement
analysis and how it affects musical expression. This very
interesting topic is presented in detail, and the chapter
provides much to think about for applied music instructors.
The chapters on the basics of mental health and the
introduction of contemplation practices are an important
addition to this text. Many people tend to focus on the
physical, while in reality, mental and emotional issues
can hinder human beings as much as a bout of tendinitis.
The last chapter on nutrition and sleep is, like the other
chapters, very thoroughly researched. It gathers into one
place information on the importance of these topics for
overall wellness.

Teaching the Whole Musician: A Guide to Wellness in the Applied
Studio is an incredibly well-researched text on a very timely
topic. It is packed with information, and provides an enormous
amount of additional resources in the notes, the bibliography,
and in a companion website provided by Oxford University
Press. One could create an excellent course on wellness based
upon the information and references in this book; | believe it
will truly save careers and increase positive experiences for
undergraduate and graduate music majors and faculty alike.
(Oxford University Press, 2021, paperback $29.95, other

formats available). b

MEG GRAY is on the faculty at Wichita State University
where she teaches piano pedagogy and coordinates the
undergraduate class piano program. She also maintains
a pre-college studio and is an active adjudicator

and presenter.
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FIRST LOOKS

Adam Marks, piano
Innova 041
[Total Time 79:58]

innova.mu

This album presents the collected piano works by composer Alex Shapiro. The music is perhaps best
summarized in the liner notes to the pieces that give the album its title: “Arcana explores the painfully fragile
and often perilous relationship between humans and the secrets of earth’s abundant plant life.” Relationships
are at the heart of Shapiro’s work. Spark commemorates the joyous work of a lost friend. Chord History is an
exploration of the composer’s relationship with the iconic opening of Beethoven’s Sonata Pathétique. Her writing
carries a wealth of beautiful dissonances that bring honesty to the listening experience. There is no sentiment
or showmanship, nothing overly rugged or precious, just a sympathetic voice for the listener. Integral to that
voice is pianist Adam Marks. The performances are rendered with an uncommon authenticity and generosity,
and his spirit is felt alongside Shapiro’s every step of the way. — Jason Sifford



https://fulbright.uark.edu/departments/music/

FIRST LOOKS

Gregory Martin, piano
Toccata TOCCo603
[Total Time 80:16]

toccataclassics.com

Emile Naoumoff is a Bulgarian composer and pianist just shy of his sixtieth birthday, and one of the youngest
of the ubiquitous pupils of Nadia Boulanger. This recording of his piano works reveals a composer who melds
very attractive tonality/modality with a real idiomatic grace for the piano. Naoumoff very much likes to inhabit
the lyrical, poignant realm, exhibited via nocturnes, elegies, a Réminiscense titled “Désespoir,” and most
compellingly, Cathedral in Tears, written in 2019 in response to the Notre-Dame Cathedral fire. There are also
Eastern European dances and rhythmic character pieces, recalling Barték’s works in these idioms. Most of
these selections are in miniature forms, but there is a seventeen-minute Rhapsody that is much broader in
scale, filled with expansive polytonal gestures and a wealth of musical variety. Gregory Martin projects it all
with great clarity, color, and pacing, and the CD is exceptionally well-recorded. —Geoffrey Burleson

Igor Levit, piano
Sony Classical 88985424452
[Total Time 1:54:00]

sonyclassical.com

Lush sound and ruminative contemplation beckon in this remarkable recording by Igor Levit. Life’s tragedies
and losses have the power to bring forth inspiration and beauty as can be seen not only in this program, but in
the genesis of several featured compositions as well. In 1909, Busoni left eternal musical tributes upon losing
each of his parents. Rzewski memorialized his close friend, performance artist Steve Ben Israel, in “A Mensch”
from Dreams (2012). As evoked in the liner notes by Anselm Cybinski: “Every piece [Levit] has chosen travels

a spiritual path from the earthly to the hereafter; each of them questions the ultimate realities in its own

way.” Bach, Schumann, and Liszt also carry us along this journey. The closing transcription of Bill Evans’
improvisation Peace Piece gives the effect of a cleansing rain on a spring day when life is renewed. An essential
recording for replenishing the soul. —Elizabeth Moak
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FIRST LOOKS

Antonio Pompa-Baldi, piano
CRC3812
[Total Time 59:19]

centaurrecords.com

This third installment of Hummel’s complete piano sonatas features two vastly contrasting works in style and

affect. The Piano Sonata No. 4, Op. 38 strongly bears the mark of his mentor, Mozart. It is orchestral in construction,
and Antonio Pompa-Baldi clearly hears the music as such, creating fullness in sound without allowing textures

to become too thick. His handling of the slow movement is especially striking, spinning florid melodic lines while
maintaining a steady pulse. The Piano Sonata No. 6, Op. 106 is a clear precursor to the music of Chopin,
characterized by melismatic and improvisatory writing in the right hand, and greater harmonic daring. Pompa-
Baldi’s playing changes to reflect this as well, featuring greater use of rubato and gestural sweep. Especially
impressive is his sparing use of pedal, generating brilliance and cleanliness despite the tremendous technical
difficulties present in these works. His sparkling diatonic thirds deserve special mention, and the slow movement

is impeccable. —Scott Cuellar

No Detail Joo Small

Farley’s House of Pianos is home to one of
the nation’s only full-service piano restoration
workshops.

Farley’s restoration experts have skillfully rebuilt
pianos for over 45 years. Their patient attention to
detail produces unsurpassed sound and beauty for
homes, churches, schools, and concert halls.

Farley’s Howse O Pianos,

See and hear pianos at farleyspianos.com
6522 Seybold Road, Madison - 608.271.2626

Also available: one-of-a-kind hand-built clavichords
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farleyspianos.com

FIRST LOOKS

Tobias Bigger, piano
BIS-2518
[Total Time 58:52]

bis.se

Best known in our field for his “Leschetizky Method,” with a multitude of notable piano students, Theodore
Leschetizsky’s original compositions are no less impressive. Bigger’s superb recording of these short masterpieces
provides an excellent sampling for the edification of the listener. His playing is so exceptional that the listener
doesn’t concentrate on his technical abilities or interpretations, per se, but rather is fixed solidly on the music
itself. Leschetizky’s music is full of melody, and while the ghosts of contemporaneous composers such as
Schumann and Mendelssohn are present, his tonal language and use of dynamic contrasts set him apart,
demonstrated especially well in the Menuetto capriccioso (Op. 38). Several etudes in the Lisztian tradition are
included, such as La source, Op. 36, No.1, and Pastels, Op. 44 demonstrated high virtuosity and musicality.

Every piece on this recording would be a most enjoyable addition to any pianist’s concert repertory.

—Kristin Jonina Taylor

REVIEWERS:
GEOFFREY BURLESON is on the piano faculty of

Princeton University, and is Professor/Director of Piano
Studies at Hunter College-CUNY. He is currently recording

the complete solo piano works of Saint-Saéns for Naxos

Grand Piano.
SCOTT CUELLAR received the gold medal at the

San Antonio International Piano Competition. He holds
degrees from the Oberlin Conservatory of Music, the
Juilliard School, and Rice University. He now teaches at

Oberlin Conservatory.

ELIZABETH MOAK is a pianist and recording artist who
performs as soloist throughout North and South America,
Asia, and Europe. An Associate Professor at the University
of Southern Mississippi, Moak studied at Peabody
Conservatory with Fleisher, Martin, and Schein.

Valery Kuleshov Ralph Votapek KRISTIN JONINA TAYLOR is Assistant Professor of Piano
at the University of Nebraska at Omaha. She performs
regularly throughout the United States and Europe as a solo

March 24-27, 2022 pianist as well as with the Atlantic Piano Duo.

UCO Campus, Edmond, OK JASON SIFFORD is a freelance teacher and pianist

www.TheKuleshov.com based in lowa City. He is also a frequent presenter and

. o djudicator and serves as composer/clinician for the
More than $7,000 in prizes! Wil Mo o
. pany.
Open to HS and College Students ages 15-24 ) ] ) .
Video Submission Deadline: Jan. 15, 2022 NICHOLAS PHILLIPS is Recordings Editor for Piano

Magazine and Professor at the University of Wisconsin —
Eau Claire. He regularly performs solo recitals across the

.| unIvERsiTY OF cenTRAL OKLAHOMA United States and abroad, and is an active recording artist.
School of Music | coviece or Fine arTs AND DEsIGN
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MYC® has been online since the beginning of the pandemic and continues to offer fun
and interactive classes. Now classes are being offered both online, in person or hybrid in
accordance with regional health guidelines.

Music for Young Children® is the only child-centered music-learning system that
integrates keyboard, creative movement, rhythm, and singing, ear training, sight
reading, music theory and composition. MYC is ideal for teachers who meet specific
piano-performance and music-theory qualifications, and are energetic, enthusiastic
and passionate about music.

Enhance your studio with the MYC method!

Teaching opportunities available at www.myc.com/teaching-at-myc

Follow us on: K myc.c*m 1.800.561.1MYC


myc.com/teaching-at-myc

LIFE IN MUSIC

A mentor is someone who allows you

to see the hope inside yourselyf.
— Oprah Winfrey

The new school year marks a time of beginnings and
discoveries. As lifelong learners, we launch into the fall
with aspirational plans for our students and for ourselves.
The opportunity to synthesize newly acquired approaches,
strategies, and skills inspires us to build on our craft and
bring our best to our students.

In our field, mentorship is central to our collective success.
When we reflect on our mentors, we use descriptors

such as “nurturing,” “motivating,” “caring,” “expert,”
“encouraging,” and “inspiring.” lf you take a moment to
think about your key mentors, you may feel that words do
not truly encompass the impact your mentors have and
have had on your life and career. Mentorship is an ongoing
commitment that not only supports individual development
but also fosters a more connected community.

The origins of the word “mentor” lie in Greek mythology.
In Homer's epic The Odyssey, Odysseus was away for
twenty years and he left his infant son, Telemachus, under
the supervision of his old and trusted friend Mentor.
When the goddess Athena decided it was time to educate
Telemachus, she visited him disguised as Mentor. Today,
we use the word mentor for anyone who is a positive,
guiding influence in another person's life."'

With the passing of Frances Larimer in October, |, and
many others, lost one of our influential mentors. Mrs.
Larimer, as many of us knew her, was a force in the field

of piano pedagogy and contributed extensively with her
work. Perhaps one of her most powerful contributions was
her mentorship of multiple generations of piano educators.
Her lifelong commitment to mentorship extended well
beyond the time of study with her. She followed her students
throughout their careers and always made it a point to
celebrate their success and also give honest feedback

on where they were and where they were headed. This
passionate interest thrived to the end of her life. She
demonstrated a passion for her students, their work,

and the importance of excellence in our field. This lifelong
commitment created a legacy of impact that

by Jennifer Snow

transcended one person. In addition to individual
mentorship, great mentors create a community amongst
different generations of professionals that amplifies new
circles of mentorship.

The continuum of mentorship is the architecture of our
community. Our opportunities to mentor young people
into more informed, empathetic, and responsible citizens
is a testament to the profound impact we can have as
piano teachers. It is deeply rewarding when we encounter
our generations of students as they pursue their chosen
paths throughout their lives. For students who pursue a
career in music, they often expand their mentors to those
who steward them through their studies launching them
into the profession. Frequently, students return to their
original piano teachers, as well as college mentors, for
guidance and support with life as much as music. From
the professional perspective, we build community around
mentorship. Great mentors connect and interconnect their
students, creating networks of engagement and support.
It is inspiring to witness our next generation of leaders and
influencers in their roles as emerging mentors.

January is promoted as National Mentorship Month.
Taking time to acknowledge and recognize our mentors

is important as they are the roots of our success. As
educators, we hold the powerful responsibility and duty

of mentorship. We strive to honor our own mentors and
contribute to the next generation. The true power of our
community extends from a dynamic, compassionate culture
of lifelong and interconnected mentorship in service

to music. b

NOTES
' Merriam-Webster.com Dictionary, s.v. “mentor,” accessed October 25, 2021,

merriam-webster.com/dictionary/mentor

Winter Issue 2021 Vol 13 No 4 / 77



AD INDEX

Anderson University - South Carolina School of the Arts
Arizona State University School of Music, Dance and Theatre
Arts Ticketing

Brevard Music Center Summer Institute & Festival

Coastal Carolina University

EPTA - Portugal

Faber Piano Adventures

Farley’s House of Pianos

Florida Gulf Coast University, Bower School of Music

The Frances Clark Center: Become a Donor

The Frances Clark Center: Courses

The Frances Clark Center

Honeywell Arts Academy

Lynn University Conservatory of Music
Lyrical Applications

Meredith College Department of Music
Music Teachers National Association
Music for Young Children

My Music Staff

National Federation of Music Clubs
Neil A. Kjos

Piano Buyer

Piano Magazine Marketplace

Royal Conservatory of Music

Royal Conservatory of Music
Sunderman Conservatory of Music at Gettysburg College
TopMusicCo

University of Arkansas Department of Music
University of Central Oklahoma
University of Oklahoma

University of St. Thomas

Wayland Baptist University

15
21
12
27
36
43
62
74
41
7
55

The Frances Clark Center: A New Piano Teaching Literature Guide from Jane Magrath 34

Inside Back Cover
57

45

58

61

22

76

Inside Front Cover
66

24

71

54-55

32

Back Cover
70

38

72

75

69

65

29

the quality of teaching they experienced.

The Frances Clark Center for Keyboard Pedagogy is a not-for-profit educational institution
(501c3) that serves the advancement of piano teaching, learning, and performing through
highest quality resources, initiatives, and programs. The Center includes: The National
Conference on Keyboard Pedagogy, the Piano Magazine, The New School for Music Study,
and Teacher Education Programs. The Frances Clark Center was founded in 1998 to advance
the philosophy of world-renowned teacher and innovator Dr. Frances Clark. Dr. Clark believed
passionately in the transformative power of music making in the life of every person, regardless
of age or ability, and that the quality of a person’s musical life was directly attributable to
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[ want to include some diverse literature for my
intermediate students as we prepare for recitals,
festivals, and competitions this spring. What are
some collections or pieces that | might look into
for their piano study?

Yours is a timely question since so much fresh solo piano
literature at the intermediate level is coming to the
forefront. In this column [ focus on repertoire from level
3 through 7, as outlined in Piano Literature for Teaching
and Performance: A Graded Guide and Annotated
Bibliography. Generally, level 3 students can play pieces
such as Schumann’s “Soldier’s March” from his Album
for the Young, Op. 68, as well as Kabalevsky’s “Clowns”
and “A Little Joke.” At levels 6 and 7 students study the
easiest Bach Little Preludes and Clementi and Kuhlau
sonatina movements.

Karen Tanaka'’s 1999 collection of 25 pieces, Children
of Light, is a compelling collection of colorful and
imaginative writing playable by intermediate students.
Tanaka’s influence for the set centers around the current
crisis in nature whereby countless wild animals have
become endangered or extinct, due to deforestation,
sea pollution, and ozone depletion. The entire
collection is unmeasurably beautiful, requiring
persuasive communication. A level 3 student might
enjoy playing No. 10, “African Elephant.” The hands
remain in stationary positions in this minimalistic piece.
A sensitive performance of this can be meaningful for a
student of any age. No. 1, “Child of Light: Blue Planet,”
accessible for the level 4-5 student is marked to be
played, “From afar, as if you are watching the Earth
from space.” The expressive writing in this one-page
piece captivates the imagination and ear with
mesmerizing 6/8 rhythmic patterns in the left hand
against simple right-hand long notes that might be
interpreted as flashes of light. Additional selections to
note are No. 11, “Child of Light 3: Prisms in the Forest,”
(level 4 or 5), No. 12, “Wild Water Buffalo” (level 5),
and No. 17, “Red-Faced Parrot” (level 6). This Chester

Music publication is available through Hal Leonard.

In his progressive five-volume series Piano Music of Africa
and the African Diaspora issued by Oxford, William
Chapman Nyaho makes available a wealth of music

by composers from Africa and Black composers

80 / PIANO MAGAZINE

from across the world including the United States,
China, Asia, the Caribbean, and South America.
Sweet Mister Jelly Roll by Valerie Capers (also available
in her wonderful collection Portraits in Jazz, from Oxford)
is a delightful and straightforward rag in C major,
playable by students at level 6 and above. Also at level
6, Florence Price’s Ticklin’ Toes is sure to bring a smile
to one’s face through the countless syncopations.
“Dusk,” originally from Nkeiru Okoye’s collection
African Sketches, is soulful and reflective, playable by
alevel 5 or 6 student. These pieces are included in
Volume 1. Recordings of Nyaho playing the music are
available on Spotify.

Lera Auerbach’s collection Images from Childhood
(2000) brings a significant and important contribution
to the pedagogical teaching literature, with the pieces
ranging from levels 3 through 7. “What a Story!,” isa
lively and captivating piece in ABA form with a coda for
students at levels 6 or 7. Expect brief passages of bitonal
writing and a dreamy concluding coda. If you are
looking for a piece for alevel 4 student, “E-Creatures,”
in which the music imitates electronic creatures running
about, might fit the bill. It is one printed page with
leggiero pentatonic writing. Images of Childhood is
available through Sikorski.

This is a sampling only of inspiring and diverse
intermediate-level music. Much of this fresh
literature is readily available for purchase and often
is reasonably priced. To locate newer scores of some
composers, teachers may need to search composers’
individual websites, in addition to local and national
music stores. &

JANE MAGRATH is well known as a pianist, author,
and clinician and author of the new Piano Literature
for Teaching and Performance: A Graded Guide and
Annotated Bibliography. She is Professor Emeritus at
the University of Oklahoma.
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The only magazine devoted exclusively to piano teaching, learning,
and performing.

Piano Literature for Teaching and Performance:

A Graded Guide and Annotated Bibliography, Jane Magrath
T H E An invaluable resource for teachers, students, and performers
featuring works from the Baroque through Contemporary periods,

under-represented and women composers, and living composers.
FRANCES CLARK Qretirs et A Pl

For more than 26 years, piano teachers relied on Frances Clark’s

‘ E N I E R column in Clavier magazine for insightful, inspiring answers to their
questions. Some of her best advice on subjects ranging from repertoire

to fingering appears in this informative volume for piano teachers.

The Success Factor in Piano Teaching:

Making Practice Perfect, Elvina Pearce

This definitive volume contains a unique combination of encyclopedic
knowledge and down-to-earth ideas that can help every piano teacher
achieve extraordinary results.

A Piano Teacher’s Legacy, Richard Chronister,

edited by Edward Darling

How can | build on children’s innate love of music? How can | teach
so that my students keep learning, practicing, and making music?
How can | teach my students to become independent learners? This
compendium contains Richard Chronister’s best answers to these
questions and many more.

EVENTS

New Professionals Network

Music is your passion. How do you make it your career? Learn from
leading experts and connect with peers around the globe on topics
that matter.

Summits
These one-day events showcase experts in the field discussing topics
on diversity, women in music, new professionals, and more.

CONTINUING
EDUCATION

Mentor Connections

Dialogue with experts from across the country in real-time via video
conferencing. Mentors provide personalized career coaching and
guidance on piano teaching in one-on-one or group meetings.

Teacher Education at The New School for Music Study
Housed in a historic building in Kingston, NJ, these programs build
on the educational philosophy and legacy of renowned founders
Frances Clark and Louise Goss and have produced internationally
recognized teachers and performers.

Post Graduate Fellowship

Each participant’s teaching is transformed through an in-depth
practicum and immersion as a faculty member at the New School
for Music Study in Kingston, NJ.

Student Internship Program
Support the Frances Clark Center’s mission
through the student internship program.
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