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THE UNDERSTANDING TEACHER

"Though I teach with skill

of the finest teachers

and have not understanding

I am become only a clever speaker and charming enter-
tainer,

and though I understand all technigques and all methods

And though I have nuch training,

S0 that I feel competent,

But have no understanding of the way my pupils think,

It is not enough.

And if I spend many hours in lesson preparation
And become tense and nervous with the strain,
But have no understanding

Of the perbonal problems of my pu}lls,

It still is not encugh.

The understanding teacher is very patient, very kind;
Is not shocked when young people

Bring him their confidences;

Does not gossip; is not easily discouraged;

Does not behave in ways that are unworthy

But is at all times a living exariple to his students
Of the good way of life of which he speaks.
Undezotundlné never fails

But whether there be materials, they shall become obsolete;
Whether there be methods, they shall become outmoded;
whether there be techrniques, they shall be abandoned;
For we know only a little

And can pass on to our children only a little;

But when we have understanding

Then all our efforts will become creative,

And our influence will live forever

In the lives of our pupils.

When I was a child, I spoke with immaturity
Uy enotions were uncontrolled,
And I behaved childishly;
But now that I am an adult,
I must face life as it is
Wwith courage and understanding.
And abideth skill, devotion, understanding,
These three,
And the greatest of these is understanding."
- —==Author Unkrown



CHAPTER I
INTRODUCTION

Piano pedagogy is a field which music teachers
believe to be wide open continuously for new discoveries.
As time passes, people change, customs change and even
our music changes to some extent. Music teachers must
have open minds to these changes and search for new and
broader concepts which time may bring about.

In this study the researcher will discuss some of
the newer concepts of piano methods and basic fundamen—
tals which seem to be so vitally important in the makings

of a good and effective way of teaching.
THE PROBLEM

Statement of the problem. The purpose of this

study was to determine the appropriate methods, procedures
and materials in teaching private piano lessons from

Beginners to Grade III.

Sub-nroblems. In order to pursue this problem,

it is necesc2ry to develop the following sub-problems:
1., To deternine essential fundamentals of piano
pedagogy.

2, To determine from a selected group of piano



teachers preferred materials and teaching procedures.
5. To determine from a selected group of students,
reasons for piano study and why music is, or is not,

interesting to themn.
ASSUMPTIONS

In order to develop this project it is necessary
to assume the following:

l. This is an area worthy of study.

2. There is a need for more and better piano
teachers.

5« That the data used reveals trends and funda-
mentals of piano teaching in lMiddle Tennessee and South-

western Kentucky.
DEFINITIONS OF TERMS USED

To insure clarity in the treatment of this prob-
lem it is advisable at this point to define the following
terms to be used throughout the study:

Rhythm: The recurrence of accents at equal inter-

Time: The measure of sounds in regard to their
continuance, or duration. The speed of the rhythm.

Progression: lielodic progression is the advance

from one tone to another. Harmonic progression is the
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advence from chord to chord.

Technigue: The mechanical skill of playing or

of singing.,.

Interpretation: The way in which a pupil expresses

music as coming from the "inner-self,"

llusicianship: HRendering music and not simply

"notes". Becoming acquainted with all the fundamentals

of music and applying each principle to music performance.
LIIIITATIONS OF THE STUDY

This study is being limited to the data obtained
from the Austin Peay State College Library and from a
questionnaire sent to twenty-two music teachers of which
sixteen teachers responded. A questionnaire was also
given to thirty-one students of Todd County Elementary
School, Elkton, Kentucky.

The study is limited also in the field of music

to the subject of private piano teaching.
IMPORTANCE OF THE STUDY

The importance of this study arises from a need
that the writer, a piano teacher, sees in this area of
research. Piano teachers use various methods and materials
in teaching piano. Some of these methods are effective

and some are ineffective. Through this study it is hoped



that more effective methods may be discovered.

Children who desire to play the piano deserve
to be taught in the correct manner. If they are not,
their skill may never be developed. Piano teachers
should continually search for better methods and broader
concepts in this field of private piano teaching. In
this manner, and from much experience, a piano teacher
may be more able to determine the methods and materials
that may be more effective for each of his students.

This study should open up other avenues of research
in this important field of music. This information would
be useful to other piano teachers and to those students
who are preparing to become teachers. This study should
shed some light upon the traits of a good teacher and
help to distinguish between good teaching and poor teach-

ing.
METHODS AXD PROCEDURES

Part of the data was obtained from the library of
the Austin Peay State College, Ciarksville, Tennessee,
Various books, periodicals and professional magazines
were examined. Deta was obtained from a questionnaire
sent to twenty-two music teachers and thirty-one piano
students. In this way, the researcher obtained the

ovinions of these teachers as to the materials and
pinion



methods which they preferred and which of them to be
more effective, The student questionnaire was to show
the student's interest in music lessons and reasons why
he does or does not enjoy them.

Other data was obtained from the lectures of
lliss Hilda Steyer of Taylor University, Upland, Indiana.

Pert of the data is tabulated in the form of
charts so the reader may actually see at a glance the
percentage of each question and problem.

An evaluation of piano music is presented in
Appendix D to help the reader, if he is a piano teacher,
to determine the best music to be used for his students.

The remainder of the data will be included in

the following chapters.



CHAPTER II
REVIEW OF THE LITERATURE

In the review of related literature much has
been written in the whole field of music but the
researcher found that a limited amount has been done in
the specific field of piano methods, techniques and
naterials. A brief summary of the work done on the

related problem will be given in the following reviews:
LITERATURE ON PIANO TECHNIQUE

Since technique is the power of expressing one-
self musically--one must know how to develop this power,
When practicing, he must know what to practice and how
to practice.

Newman begins his discussion with the subject of
formal studies--whether or not they really serve their
purpose. He states that many tiumes scales, arpeggios,
trills, and other exercises often mean very little
unless they are directly applied to a specific musical

composition. Exercises can even be created out of

. . il
actual situations.

1William §. Newman, The Pianist's Problems (New
York: Harper and Brothers Publishing Company, 1950),
AC'TJ. 7/]-7?0
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The correct use of the fingers, hand and use of
the forearm and the upper arm is very important in devel=-
oping technique and producing a good tone.2

A good technigque involves many years of study.
EZvery new work has to be studied a great period of
time before we can really feel that we know it.

Foldes states the following as being part of
developing technique:

« o« oCoOrrect use of the pedal, scales, runs,
thirds, octaves, memorization, correct use of
dynamics and the ability to size up the possi-
bilities and limitations of the instrument is
necessagy in order to achieve the greatest
effect.

Piano technique and interpretation are very
closely woven together. It is hard to tell where one
leaves off and the other begins. However, one must have
good technique before he can really be satisfied with
his interpretation. ©Pianist should not compromise with
half-hearted interpretations but strive for better tech-
nigue which will also influence one's interpretation.
How can one acquire the necessary technique needed for

a good interpretation? The answer lies in systematic

conscientious practice.

2
<

Ibid., pp. 60=65.

5J‘mdor Foldes, Keys to The Keyboard (London:
Oxford University Press, 1960), pp. 1o-10.

A
&

I,’l(j_, ’ 1P e 1‘4'-17-



8
Matthay gives his "Final Precepts" for good tech-

nique as being:

I. DNever touch the keyboard without meaning
to make music,

II. Even in your first exercises--mean the
LIOIENT of each sound, and see that you
get it.

Mean the KIND OF SOUND FOR EACH NOTE, and
see that you get it.

IITI. TFEEL what the musical effect should be--
and FEEL the Key--gnd HOW you move it.

IV, "Elbow elastic" for all singing and big
tone--during Key-descent--not rigid and
pushed into the key.

V. "Arm-Q0ff" in between the sounding of all
notes, and during all light running
passages.

VI. You have ten fingers! So do not forget
that you usually need ten separate hands
to help them, and often also ten separate
arms!

VII. The Duration of each note is as important
as the Kind of tone.

VIII. In the quickest passages LEAN every note.

IX. Be a sentiment human being, not a contempt-
ible automaton musically.

X. Cleanliness is said to be next to godligesso
Sense of the beautiful is sense of God.

Srobias latthay, The Visible and Invisible in
Fiano Technigue (London: Oxford University Press, 1547),

DPe H3L=H59E,




LITERATURE ON INTERPRETATION

llatthay, in his effort to impart his musical know-
ledge and experiences to his readers, attempts to discuss
the problem of musical interpretation by giving certain
laws of interpretation. Some of the main points dealt

with are the following:

(a) the difference between letting the pupil shift
for himself and helping him to learn.

(b) the difference between mere cramming and real
teaching.

(c) the difference between merely making a pupil
"do things" and teaching him to think--what
to do, why to do it, and how to do it.

(d) the exposition of the true nature of rhythm
and shape in music.

(e) the true nature of rubato.

(f) consideration of the element of duration.6
LITERATURE ON PIANO PRACTICE

Priskin discusses the function of the ear as one
of the main qualities to good practicing. One must be
able to hear each note as it is being played and also

¥

anticipate what he thinks may come nexto.

6Tobias Matthay, Musical Interpretation (Boston:
Boston lusic Company, 1913), p. VII.

7

Practice
o b e

s Friskin, The Principles of Pianoforte
York: The H. W. Gray Company, 1921), pp. 5-6.

Jane
(ITe

T
v N
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The mind must be clear and willing to concentrate
upon the material being practiced. When the person gets
too tired to "think" then he must stop and rest awhile.
Slow practice has both advantages and disadvantages.
A new work must be practiced slowly until difficulties
are overcome but one must never stick to the slow speed.
The correct tempo must be gradually built up.8

Every pianist has faults and short comings. MNMany

of these can be overcome through good concentrated prac-

tice sessionse.

8Ibido ) ppo 4-60



CHAPTER III
THE TEACHER, STUDENT AND PARENT

It is believed that when a child desires to take
plano lessons, his progress and understanding depends
upon the teacher, the student himself, and, to some degree,
upon the cooperation of the parent. This chapter will
discuss the qualities of a good teacher; his considera-
tions toward each student as an individual; the student's
needs and how they may be met. The responsibility of the
student and the duties of the parent will also be dis-

cussed.

THE TEACHER

Without doubt every educator would like to be
regarded as a successful teacher. It is every teacher's
desire to possess all the desirable traits of the teach-
ing profession that is possible to acquire. Teachers
want to be recognized as possessing the traits of char-
acter, personality, professional attitude, and training

1
that mark the successful teacher.

lpenato liozzei, "Desirable Traits of Successful
ners," Journal of Teacher Education (December, 1951),

ZPaul A. Witty, "The Teacher iho Has Helped lle Most,"
National Rducation Association Journal, (liay, 1947), 36:386.
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Much research has been done in attempt to dis-
cover the desirable traits of a successful teacher.
WittyQanalyzed approximately 14,000 letters on "The
Teacher Who Has Helped Me lost," that were submitted by
pupils from grades two to twelve all over the nation.
The teacher traits mentioned most frequently by the
pupils, in the order of their frequence, were these:

l. Cooperativeness

2. Democratic attitude

3. Friendliness and consideration for the

individual, patience

4. Wide variety of interest

5. General appearance and pleasing manner

6. Fairness and impartiality

7. Sense of humor

8. Good disposition and constant behavior

9. Interest in pupil's problens

10, Flexibility

1l. Use of recognition and praise

12, TUnusually proficient in teaching a
particular subject

3

Another report is one done by Frank W. Hart

reported in his book entitled Teachers and Teaching in

which about 4,000 high-school seniors gave their opinion
about the teacher they liked best in high school and the
one they liked least. The following sixteen traits are
those compiled of the best-liked teacher:

1, Explains thoroughly, is helpful with school

work
2, Cheerful, happy, has a sense of humor

SFrank W. Hart, Teachers and Teaching, (New York:
The lfaclillan Company, 1934), pp. 131-152,

-~
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- Friendly, human "one of us"

- Interested in and understands students

. gregtes desires to work, makes it a pleasure
« wvotrict, has control of class

- Impartial, has no favorites

. Not cross, grouchy, or sarcastic

- llade students learn the subject

. Pleasing personality

11. Patient, kindly, sympathetic

12. Fair in marking and in giving test

13. Fair and square with students, has good disci-

pline

14. Rquires work be done properly; makes students
wor

15. Considerate of student's feelings in class,
courteous

16. Knows the subject and knows how to put it over
W. W. Charters and Douglas Waples4 have compiled
a well-known volumn on this subject entitled, Common-

wealth Teacher-Training Study, in which administrators,

teachers, parents and pupils were interviewed in an
attempt to secure a master list of teacher traits.
" Their findings are similar to previous studies mentioned
with good judgement, self-control, considerateness,
enthusiasm, magnetism, and adaptability being the top
six traits. Other traits mentioned were honesty, leader-
ship, neatness, and scholarship.

Mozzei performed a study with sixty-one Junior
High students. They expressed their opinion of a good

teacher as: being able to explain clearly; having no

4%. W. Charters and Douglas Vaples, Commonwealth

Teacher-Training Study, (I1linois: University of Chicago
Fress, 1929), pp. »-20; 51-76.
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pets; willing to give extra help to those needing it
2 kind and considerate person who has the ability to
make work "fun"--and one who is friendly, understanding
and strict--firm, but not grouchy. The studeats pre-
ferred a neat, good-looking, well-groomed person. The
good teacher will know his subject and make students
learn to do their work properly.5

Not only must the successful teacher possess
many of the above personal traits, but she must also
use effective methods in her teaching. Wiggins6 states
that teaching effectiveness involves three closely
related steps. «

1. To clarify what you will do for pupils--what
you want them to learn--know your actual pur-
poses.

Select the materials and methods which promise
to be of most help in accomplishing these pur-
poses.

3., Evaluate your efforts.

The good teacher realizes that not all pupils
will have the same musical ability. She must understand
the needs of each individual and work with him in setting
up a goal. It is her responsibility to guide the stu-

dent along the best channels toward reaching this goal.

Dliozzed, op. cit., pp. 291-294.
6 ' 1g s, The Studenﬁ Teacher 1£~Action
( }—,(‘ ‘-t(\ Y e 4111 il a) ;‘Y"d 1)3.,0011’ IHC LY 19')77, pi' . (:'0—231 .




"The good
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teacher will relate new material to the
A9 1 'a Y3 Q ' ¥
chila's past experience and present purposes."

Many
<ol . . s % .
vithout consideration of their present need and immedi-
ate goals,

7
times expression of his material is forced upon students
Not only must the effective piano teacher
know and understand the needs of each pupil, but he must
also be familiar with a resevoir of material so as to

draw out the appropriate ones when needed.

To be able
to adapt the proper material for each pupil, the effec-

of nusic.

tive teacher will realize such individual differences.
llot every child will be motivated to play the same type

These things must be discovered by an under-

standing teacher who is interested in each child.

in mind.

8
The lesson presentation should always be on the
child's level with his interest ana a particular goal

It should be presented in

such a way as to
make the pupil see things and think

things through for
The student nust learn to

use his "brain" and
be able to see the purpose in his actions.

Cottrell
7Donald Peery Cottrell, Teacher Education for a
Free People (

New York: The American assoclation of
Colleges for Teacher Education,

1956), p. 1l4.
aCottrell, 610, @ltss Ps 13
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states that:

The good teacher motivates students to want to
I?Jyn. The enthusiasm of his own versonality, the
f1x1ng.of concrete goals for achievement, the ready
recognition of success, and encouragement despite &
failures--all give new zest to the child's activity."’

The teacher can never force a child to learn.
The child must be led:!
llatthay writes:
- + e.3ccurately speaking, we cannot teach anyone
anything--in the sense of our being able directly
to lodge any knowledge of ours in another mind.
A}l we can do is to stimulate another mind to
wish to learn. . . We cannot teach others, but we
can help them to learn.lO
One of the problems in piano teaching is the
attitude of the teacher toward those he wishes to help.
He must stay on the pupil's level and make music so
interesting and exciting that the child's desires and
musical love will motivate and stimulate his mind to
want to learn.
The piano teacher must be a good salesman to his
students through his own confidence and enthusiasm.

He shows his enjoyment for music so much that it becomes

a driving force in teaching others. He stinmulates his

9Ibid., Ps lbs

lOTobias liatthay, lMusical Interpretation (Boston:
Boston Music Company, 1913), p. 2.

11

Ibid., . 17.
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pupils to do real, honest work, when he shows ". . .
that the work matters to him. . . Enthusiasm is the

spark which makes the whole activity leap into flame."11
"A teacher must also be an artist. Besides

'explaining and showing' he must be able to stir artis-

tic fire and enthusiasm in others by actual exanple

when necessary. Only then can the pupil be helped in

12 w
every way." 2 When the teacher plays an example for

the child, he needs to explain every passage--both the
mechanics and expression-effects. If he does not, the
stuaent will often imitate his teacher in playing;
therefore, he is reflecting the teacher rather than
feeling the music himself., Time, effect, tone, rhythn,
emotional import, and where to place the proper empha-
sis must be clearly understood. This instruction and
effort, if put into practice, will result in a real
performance guided by the student's own intelligence,
llany teachers are guilty of continually finding
too many faults and doing too much critizing without
giving any help whatsoever. The good teacher will not
only tell the student what he is doing wrong, but will

slso analyze the fault and help the student to overcome

121”{)1(1- y Do lde
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the fault.

A good teacher will be creative. "Creative
teaching involves new ideas, being willing to try the
new ideas and to evaluate the results produced. It is
a constant state of experimentation."13 He will not
only be creative in his teaching methods but will also
motivate his students to be creative. He can be crea-
tive in every music activity whether he is playing music,
writing music, or listening to music. A good teacher
will encourage his students to use their listening ear
in anticipation for the sounds that should be. They
learn to use their own judgement, their own reason and
feeling for every note. The teacher will help his stu-
dents develop musical imagination to éxpress, at all
times, what they feel and think.

"The efficient teacher must develop the skill
for enabling others to achieve the learning that he has
already come to prize."14 The successful piano teacher
should not only be a performer himself but have the
ability to impart his musical knowledge to his students.

e will give teaching the very Dbest that is in him.

13Kimball wiles, Supervision for Better Schools
(New York: Prentice-Hall Inc., 1563), p. 95.

1400ttre11, op. cit., p. 13
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His personality is especially important. Schutz states
that, "The kind of person you are has a direct bearing

on how well you promote learning. It is not only what

you know that matters. What you are counts, too."15

A teacher's personal characteristics profoundly affect
his ability to influence his pupils. Richey,l6 in his

book, Planning for Teaching, lists ten important factors

in the teacher's personality. They are as follows:

1. Emotional stability and mental health
2. Personal appearance
3. Health and vitality

4, Honesty, character, and integrity
5. Adaptability
6. Cooperztion
7. Voice and speech
8. Leadership
9. Resourcefulness
10. Sociability

The piano teacher must be a happy, well-adjusted
person. She should always have a cheery smile and greet-
ing for her pupils. She is a person glad to be alive and
other people know it through her actions. A well-adjusted
person will have poise and security. She is able to face
her problems and think them through to a solution. She
seeks to understand others as well as her students. 1In

order to becone a well-adjusted teacher, one must do

15Rayuond E. Schutz, Student Teach?§g>%g the
Secondary Schools (New York: Harcourt, Brace & Company,
155G9), p. 290

] . N «_7E
‘6Hichey, on. Cit.y PPe 13=75.
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garefl ) ines 5 : :

ul planning and conscientious execution of those
1 7
4

plans.

A good teacher will continually evaluate her
teaching methods and the musical growth of each child.
She will always be open-minded and alert to newer con-
cepts and techniques in the piano teaching field. She
may use her traditional methods and materials but will
not be afraid to experiment with the "rew".

The successful teacher is not a perfect one,
but one with aptitude for teaching who stays busy at the
job of self-improvement that she may help her students

advance to their fullest potential.18

THE STUDENT

The student, in his desire to play the piano
should cooper=zte and work with the teacher according
to her instructions. He must be willing to practice
correctly and be sincere in his work. A student will
not get very far with 2 resentful, hateful attitude.
Some students appear to be a little on the lazy side--
they sit back and wait for the teacher to tell them

exactly what to do, how to do it and sometimes expect

17Cottrell, op. Cit., DPe 14.

16 » s o \ 72
+Oyi.pins, Ops Clley Peo 0.
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the teucher to even "think" for them. They want every-
thing to come easy and quickly get discouraged if they
have to struggle a bit. These probably are students
who take piano lessons for reasons other than their own
rersonal desire to play. They are the ones with whom
the "fire dies out" when difficulty arrives.

The researcher was encouraged, however, that
twenty-seven out of thirty-one students implied that
their reason for piano lessons was to satisify their own
desires. ZEighteen of these also answered their reason
was to satisify and please their parents. ALL of the
students indicated their enjoyment for music lessons.
This is gquite unusual but encouraging. (See Appendix C

for results of the student questionnaire.)

THI

t=
v}
e
g

The parent, too, can play a part in the child's
success in music. A child wants his parents to be proud

of his accomplishments. A compliment from the parent

)

can be a big "boost" to the child's ego. The parent

o

) S - :
should always show 2an interest in what the child 1s

doing This will help bduild confidence and will also

help to create 2 greater interest in the music lessons
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m ™ ~ W - = 2
The parent should cooperate and work with the

4 ene 15N

ter.cher when problems arise or when the child "gets into
a slunp." Almnost every student will get into a slump at
ore time or another. The right step should be taken to
hold the interest of the child. This requires the efforts
of parent, teacher, and student. Music can then be a won-
derful experience for the child and he will love every

minute of it! (llore suggestions will be given to the

parent under the chapter "How to Practice.")



CHAPTER 1V

b3

o
]

LECTIVE AND APPROPRIATE LATERIALS

If the teacher is sincere and qualified and the

4

student desires to learn, we now face the problem of
finding the most suitable music material for that stu-
dent. This is very important as the wrong type of
music may cause the student to lose interest entirely
in his desired goal. The teacher should have the stu-
dent play from several Eypes of music. This will help
maintain interest and develop technique, interpretation,
and musicianship. "A music teacher should pick the right
kind of music for his students and should not force a
particular kind upon them if they do not care for it or
they may hate music forever.":L

Some piano teachers who feel that each student
must play as soon as possible compositions of the great
nasters may be all too wrong. If the child is inter-
ested in this type of work, it is well and good but if
the child prefers something a little more "up-to-date"
it will be bad. If this type of work is forced upon him

now, he may never learn 10 appreciate these great master

l’arion Bauer, "American Piano lusic in tge Studio,"
The American Music Teacher, (May-June, 1955), 4:6.
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pieces. A child must begin his musical experiences with
music of today and not that of yesterday. The average
child cannot easily learn to think in a past idiom until
he has had considerable experience of present day music.
Give them something they like and they will gradually
learn an appreciation of other great works. The main

thing is to teach children to enjoy and love musico2

MUSIC BOOKS

It is very important that the teacher consider
each child as an individual in choosing the type of
music for him. Along with the main lesson book, he
should also have supplementary books, workbooks and
various exercise activities.

Lesson Books: The questionnaire revealed that

the John Tompson Lesson Series is still the most widely
used. (This study is limited to Iliddle Tennessee and
Southwestern Kentucky.) Michael Aaron was second in
preference and John Schaum third. (See Chart A, Page
25.) An evaluation of lesson books is presented in

Appendix D for readers benefit.

Although the Francis Clark Series rated only 20

2mobias Matthay, Musical Intergretation (Boston:
Boston Music Company, 1913), pp. ©67-63.
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percent, the researcher believes this series to be one of

the best in teaching piano today. It is a relatively

new series and not too many teachers have yet experi-
mented with it enough to know its full value., Since
this study, the researcher has discovered it to be a
wonderful asset in teaching. The Clark Series not only
teaches note reading but all other fundamentals as well.
The child is taught to understand what he is doing and
why he is doing it.

Along with a main lesson book, the teacher should
choose three or four suppleﬁéntary books of different
types to go along with the activities of his lesson.

This should be carefully done so that interest may be
maintained on the part of the student. Each child will
require special thought and consideration of his abilities,
interests, and musical comprehension.

Workbooks: This study reveals that workbooks are
very helpful. Not only do they help the child to under-
stand music rhythm, accenting, transposing, note reading,
and many other fundamentals but they also give the student
something to do while waiting for his lesson. Illost stu-
dents enjoy workbooks and will work fervently to get
approval and to make a high grade. liany of the lessons
are presented in game form. The child enjoys this and

feels that he has accomplished much as he works from



CHART B

INDICATING PERCELTAGE OF TEACHER
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rage to page.

This study revealed that the Fletcher Theory
papers are nost widely used which is indicated on Chart
B. They rank highest with 44.3% percent. The Thompson
Theory Drill Game ranked next highest with %8.6 percent.
Francis Clark rank 25 percent and, as stated, all others
ranked 6 percent. About 85 percent of the teachers
indicated their use of some type of music workbook.

Exercise Books: Although most teachers still use

exercise books, there has been some debate as to the
actual value of formal exercises. Is is a fact, how-
ever, that nuch value is received if the studént under-
stands what he is doing and can apply the exercise to
other compositions. It is believed that exercises will
help to develop the piano student's technique if they
are practiced and taught correctly.

Chart C indicates that Hanon-Schaum is most
widely used with 62.5 percent rating. Czerny rated
50 percent. Both Velocity Studies by Thompson and Wrist
and Arm Technique by Thompson rated 31.2 percent. Scales
and Chords by Hirschberg rated 25 percent. Francis Clark,

and Technique is Fun by Hirschberg both rated 12 percent.

i1l others rated 6 percent.
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AUDIO-VISUAL AIDS

Every teacher should use some type of audio-

visual aids, Children remember much more of what they

see than of what they hear. lany points can be stressed

through the use of audio-visual aids.

them.,

Children enjoy

It makes music seem to be "fun" instead of "work."
Audio-visual aids are especially good to use with class
lessons or group lessons. There are many different types
of audio-visual aids, some of which are mentioned on
Chart D.

The study revealed that 75 percent of the teachers
use music flash cards. This is a wonderful way of teaching
rnusic notes and rhythm. The game "lusic Maestro" is sim-
ilar to "Bingo" with musical notation used instead of num-
bers. lusic llaestro rated 15 percent. Children love to
play games with composer cards. The story of a composer
is on one side of the card with a picture of the composer
or questions about him on the other side of the card.

Vith this game, the children may play "Name the composer.,"
Lis students become better acquainted with composers, their
music is more meaningful. This game rated 15 percent

also "ote-0-Game" is a musical staff with a moveable

note. The children have fun changing and naming the note.

R , g & indicated use of this
Fifteen percent of the teachers also 1n -
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Other visual-aids which may be of interest to the
reaqaer are

the following: "Slide-a-note," "lusical

Dominoes," "Spelling Bee," the "Big-Note-Parage," "Rhythm

Hompus," and "Symbol Slide." All of these received 15

rercent on the questionnaire.

Only 15 percent of the teachers indicated that

they do not use any type of visual-aids.

THE PIANO TEACHER'S STUDIO

Just as a child in school will learn better when
placed in a pleasant, well-equipped room, so can a piano
student when he is placed in such a nusic studio. The
condition of the studio can influence the child's inter-
est in music so it is very important to have an adequate
equipped, attractive studio. If you are a music teacher,
check the following questions to see if your studio 1is

what it should be:

Is the studio cheerful?

Is the light sufficient? _

Are the instruments in tune and ;ttrggtlve?

4, Does the room look like a place in which to
make music? ' ‘ ) o3

5, Are the decoratlions a cheerful color?

NN+
e o ¢

p) . JicDaniel, "The Well-Equipped Music
Gertrude Long liCUE ' : L E
Studio." The American llusic Teacher, (liay-June, 1957),
U i y il A

6:10,
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'ficient studio should be eguipped with one
O r\"’O 0 o Y e - . Y
or t £ood pianos. It should contain bookshelves, a

toalr  f .
desk, files

£ < . . .
+10r correspondence, facilities for bookkeep-

ing

and records and mnagazines for children. Of course,

a

velting room for parents and students is very helpful
and beneficial.,

llany teachers find it necessary to teach in
their home. This is not the best arrangement but if
no other arrangements can be made, one room may serve
as a studio. There should be a place provided for wait-
ing students to study and work until their lesson time,

A few teachers have tried going from home to
home to give lessons. This, definitely, is not good
because it requires so much time traveling and visiting
with the fanily.

Other possibilities for a studio would be to rent
a2 roowm in a church, a school or some other type of busi-
ness place. llany business places will rent such a room
especially those that deal with nusic supplies. To have
4 studio in a music building would, perhaps, be the ideal
situation for teaching private piano leasons.

I1f the teacher expects the student to do his best

) ) vl must provide a studio and
with his lesson, the teacher :

that will lead to motivation and inter-



CHAPTER V

IIETHODS AND TECHNIQUES IN TEACHING PIANO

All teachers use different methods and techniques
to motivate their students into learning situations. A
music teacher nust be very concerned about this matter.
She must understand each child's'needs, know what the
child can or cannot do, and plan such activities that
will be stimulating to him.

The method of teaching the fundamentals of music
must be carefully studied, planned, and thoughtfully
considered for each child. A teacher must first of all
have correct and adequate training himself before he
should even attempt to teach someone else to play the
piano. Illany children who have excellent potential to
learn are lost in the storm when problems arise. They
are discouraged because their music becomes a "group of
notes" which they cannot express as music. Piano musi-
ciznshivp and technigue is much more than note reading.

This chapter attempts to discuss some of the

ways and techniques that may be used in helping a child

'teS.
IJ Nno
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THE LESSON AND ASSIGNMENT

The teacher must be a good salesman. He must be

sold on his own product. He must be interested in the

puril as well as in the music lesson and assignment.

The teacher must always be tactful and never get above
the level of the child's understanding. Never hurry
through a lesson. Relax--if a teacher is tense, so will
the student be tense keeping him from doing his best.

At a child's first lesson make music interesting
for him. Present the large point first and then the
snaller details. Too many details in one lesson will
confuse the child. The teacher should always try to
help the student in every possible way. Try to under-
stand that a child cannot do everything at once. lusic
knowledge only comes gradually. A child's work will not
be perfect. Teachers must go halfway to their idea of
perfection and the student must come half-way to the
teacher's idea.1

it the beginning, the teacher should explain the
If the child is familiar with

keyboard to the child.

the groups of two and three black notes, he will be able
& J

s ti er explains its location
to locate each note as the teach P

o anen " American
1Louise ycAllister, "Words tgog$5e‘$?§’ EESSSS—
lusic Teacher (Wovember—DGCGMber’ : S
PRV S AU IS y -
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in relation to the groups of black notes. Widdle C is

usually the first note taught. All other Cs may be

located at the left of the group of two black notes.

The teacher may continue through the music alphabet in

this manner. Also present the treble and bass clef

signs. Explain why they may also be called the G-clef
and F-clef. This may be enough for the first lesson.

At the next lesson, lines and spaces, measures, bar lines,
and those "funny" little things called "notes" are pre-
sented. The child will be amazed when he discovers that
there is a key on the piano for every one of these
"little creatures." llake sure from the very beginning
that the child learns and understands the letter names

of his lines and spaces. Never let him play by using

the fingering numbers instead of note reading.

Teach the child to sit correctly. Good posture
zids in piano playing since piano musicianship not only
requires action from our fingers but we use muscles from
all parts of our body. The bdack should be straight with
The hands are placed on the keyboard

relaxed shoulders.

&t a natural position with fingers curved so the child

may play on the very tips of his fingers. The elbows

should not stick outward but xept relatively close to

Nl ith the hand.
the body. Keep the wrist level W
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F .
Or & Very young beginner, it is hest to have two

twenty-minute lessons per week instead of one thirty-

minute lesson. A definite day and time should be set for

the lesson and both teacher and student should try to
stick with it,.

After the child gets a good start,assign music
fron at least two different books. Be sure that they

are clear and simple but interesting enough to motivate

the child to want to practice.

The lesson and assignment should not be the same
for all students. Some students do not have the musical
ability as other students may have and will need to go
slower and work nmuch harder for their accomplishment.

The teacher must be very careful not to assign music too
difficult. He must be able to judge "how much" to assign

21s0.

In giving the assignment, new material and difficult
passages should be explained and thoroughly understood by

the child. Sometimes, it is good for the teacher %o play

through difficult passages Or the entire song for the stu-

dent but explanation must always be made.

Each lesson can be & thrilling experience for both

the teacher and student. The teacher should strive for

this accomplishment If it is thrilling to the teacher,
-- b & Adpl Lol HIT Ll ]

it will usuzlly always pe thrilling to the child glso.
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As the s+ud
1€ student works d“Y—by—duy, there are many

wonderf 11 .
onderful discoveries to be made, With the interest and

guidance of a good teacher, the student who really wants
4 - "
to learn will go g long way! He will find that the _—

lessons and assignments did not lead to a "dead end"!

HOW TO PRACTICE

The practical side of piano practicing demands
that one must learn how to practice, how to achieve
the desired goal in the shortest possible time, which
is half of success. Unfortunately, the student is
generally told to work with the clock ticking next fo
nim, and the minute he is through with the prescribed
few minutes or hours, off he goes until the next day.
The silly notion still remains in the minds of parents,
students and even some teachers, that if this perform-
ance is repeated day in and day out for several years,
the youngster will awaken some morning a full-blooded
musician and a technically well-equipped performeT-Q

I+ would be far more profitable for the teacher
or parent to set a daily task to be accomplished, like

learning a certain part of a composition each day.

This way, the student leaves the vractice period with
1. v ) e ) -

University, taken from

2yiss mild: Taylor
Uiss Hilda SLEyets 3 Pernission to quote

g50
4 lecture on piano methods, 1959.

secured.
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satij c : -
Satlsfaction and soon the practice period
loses its drudgery

feeling of

and is something to look forward to.
All practicing j
bracticing ig mental work and not an isolated phys-

ical i
91 €Xercise. Unless the student keeps a concentrated

mind on Vv I i
every move, he is wasting his time. The most

lmportant objective for g teacher is to awaken in the

student a love for music and the piano, and sufficient

desire to overcome its difficulties. The parent can

either kill or stimulate what the teacher has tried to
3
do.

Alice Carey, in her article, "How to Keep Them

Practicing," says:

The practice hour should be an enjoyable part
of a boy or girl's day, not a chore or, as often
happens, a form of punishment, as some educators
say.

Once the onus of "chore" has been lifted from
music lessons and practice, the parent should
nurture the feeling of enjoyment, even at the
sacrifice of organized schedules, and permit the
child to split his practice time into two or three
units. This will keep him from getting restless

and bored.

The important thing for parents to remember is
to fit music into the child's life at home,--not
to force it! . . o If practice is fun, music will
always be 2 pleasure to him.4

"How to Keep Them Pragticing,"
(June, 1955), 26:18-=19.

4137:‘100 Carey,
The 3chool Jlusiclan,




40

The ol -
4 Proverb points out that "you can lead a

hora
nors

e to water
@Ver, but you can't make him drink." In the

Salé way, you can lead g child to the keyboard, but his

PTOgress will be rapid only if he wants it to be. Noth-

ing helps build ang sustain interest so much as a feeling

that one is making progress. FNothing speeds progress

like the right kind of practice.

Slow Practice--Fast Thinking: Pupils as a rule

like to play fast, and think slowly. It is natural to
want action. He wants to move his fingers and play the
piano immediately. He learns to walk and talk without
much thinking, and so, "why shouldn't he learn to play
the piano the same way?" This is the cause'of many of
their inaccuracies. From the very first lesson the

child must learn how to practice, and thus avoid form-
ing bad habits because of needless repetition, absent-

mindedness and mental "wool-gathering." Let's teach

them to play slowly, and think fast. The pupil will
then put the right finger on the right note instead of
groping or playing the wrong one. This will set the
fingers and hands correctly, and form 2 basis of correct
action. The child should be drilled in finding the notes

(veginners) and should be able to call off the name of
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the

note at first siftht.5

SCouracy:  Why don't more students try for 100

percent ac - : ;
. euracy in reading notes? Many youngsters who

are bright in school boast of their 95 percent or 100

T > i ¥ 3 .
pRTReak 13 spelling, mathematics or reading. If the

pupil is taught to develop his capacity for concentra-

tion, his accuracy will develop and mistakes will soon

venish. 1In learning a new piece, it should be practiced

first hands separately, then put together. All new
rieces should be counted aloud. Already we have the
problem, "I can't play and count at the same time."
Then coordination through practicing as such should be
developed. Repeated practice is best. A pupil can
read 2 whole page of music five times in succession and
it may be no better because it is more than the mind
can retain. But, if he were to practice one measure or
phrase five to ten times in succession, really concen-
trating, he would know it, perhaps even have it memo-
rized. Perhaps he can only learn about a line a day in
each piece, but at the end of the week, he will have

suite & bit learned--QUALITY, not quantity, is the

(=3

important thing.

b—
o
[N
&t
.

|
|

Dteyer’ 0C.
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Tobias Matthay states that:

There is no practice worth
a o ) Ny the name unless we
aiglyi%ntge While really studying; studying (or
o b eid'WIth & most lavish, but carefully direc-
o S_p 3 1ture of thought and reasoning--and not
1ngle note played without such expenditure.6

Bring llusic Into the Practice: Besides the piano

lesson, teachers should attempt to give good theoretical

foundation. This brings about an understanding of music,

rather than to play "black notes off a white page."
Throughout the course of study terms are learned which
indicate tempo and dynamics. After these fundamentals
have been practiced, the pupil should strive for mastery
and artistic performance, even on a small scale. Notes
are to be felt as having musical meaning, and not some-
thing to be thumped out on the piano. He should strive
for a variety of shading. At the same time, he should
feel the notes as a musical sentence, phrasing (or breath-
ing) in playing just as we do in singing or speaking. All
of this is indicated in most pieces, as a guide for crea-
tive thinking or creative imagination in music. The

piece must mean something or say something to the per-

former, then he in turn should express his feelings Dby

his manner of performance.

6"’ t po 90
Matthay, Ope Clle, _
7Cl'”foié Curzon, "Bring Jusic Into Your Practice,"
if
Etude, (October, 1951), 69:13.
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Parent! ‘ . )
Lent’'s Part in Practice: Many times a child is

rezlly insvi . ) _
Y 1nspired with his fivst few lessons—-—but What

happens to t} . _ )
he excitement of music lessons? Often times

it becomes drudgery and the child becomes bogged down

with practice.

Neisuler lists ten good points to parents to

answer the all-too-familisgr wail, "I don't want to prac-

tice."

l. Take a positive attitude. We must work on the
gssumptlop that our child will continue his
interest in music. Not hope that he will.

L $et a regular time for practice--not too late
in the day and not too long at a stretch. Two
or three short practice periods have proven to
be better - one in the morning if possible and
one in the evening or after school. Once the
habit has taken root, the child is off to a,
good start.

%2, The greater the privacy, the better the results.
Children playing or noise disturbs the child at
practice.

4. ©Parent-teacher conferences are valuable. These
permit change of ideas and show that both parent
and teacher are interested. They may be able to
work out problems together.

5. Be generous with interest and praise. These
are necessary props for sagging confidence and

enthusiasm.
6. Don't let your child miss lessons unless abso-
lutely necessarye.

See that your child doesn't have too many other
things to do on lesson daye.

o Don't dissipate the child's energies with too
Uuéy activi%ies and interests. If t?lg {stdone,
;:; cnild cen't learn anything well and gets

vie ! Chds
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discouraged at pi« - ili
vtouraged at pig 1nability to do so.

L e " ant to practice.
P.fbni?esg for music in g home helgs a lot,
arent's Interest in the child can help a

10. Don't 1et yours
0

Give
his life ang you will

have given him a ke to enjoy-
ment, creative express 4 DL

ion and happy companionship.8

COUNTING AND USE OF CORRECT RHYTHM

The absolute necessity of counting in the study of
music is not open to dispute. The interesting question
is how insistent must music teachers be in helping stu-
dents learn to count? It seems easy enough to make the
point that rhythm is very necessary in music so notes
must be played at a certain time.

Until the simple task of counting becomes a habit
and is relegated to the subconscious mind, the teacher

must help the student learn to count. And not count to

their playing, but play to their counting--counting in

rhzthmlg

& Neisuler, "I Don't Want to Practice,"
Parent's liagazine, (May, 1957), 32:48-49.

"ust the lMusic Student Learn

Iehesley lills, (October, 1955), 27:2.

to Count?" School liusician,
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So man
many students lack the sense and feeling of

time a hy
nd rhythm. fThe fault usually arises in the early
training. i
ning Time and rhythm should be one of the first

things taught and explained to the child. "Before

teachin .
£ the note-signs, or even the note-sounds, we

must give attention to pulse."10 This can be shown

through the example of walking, running, swinging or
rocking. 1lusic is not really music unless a child
"thinks music." A child cannot think music unless he
understands rhythm, time and pulse. Each note should
be played in anticipation of the following notes and
passages. In other words, music is progressive and the
expression of this movement turns mere notes into liv-
ing music.

\

Music is meaningless without rhythm. If the
child olays every note correct but has no sense of time
and rhythm, the piece means absolutely nothing to the
sudience. It means only emptiness and nothingness.

llatthay gives four main aspects of rhythmical
attention in playing:

1. You must time the movenent of the key itself

towerds sound.

feel the swing of each group of quick

2 u must
fe  ERE U e pulse ahead.

notes towards th

10m,pias latthays Nusical Interpretation (Boston:
: 1{'17)9 Pe 51.

Boston llusic Company,

1)
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* 10U nust fee] th
. e 1€ groy
1ts clime ;

"th of each phrase unit to
94X near the e h

nd of each phrase; and-
4+ You nust T
o)

. ealize the Grovw ‘
. whole,ll rowth of a I

lovelient into

WVhen the student develops bad habits in rhythm

Sucn a8 uneven rhythm or playing

it would be helpful for the teacher to e

too fast or too slow,

ncourage the use

of the metronome. If the student works with it long

enough, many of his problems will clear up like magic.
Some students find that tapping the foot helps
them to keep the rhythmical beat. Since the foot has to
be free to use the pedal, this does not provide for a
very good substitute for counting. The best thing, of
course, is to COUNT=-COUNT--COUNT! And never play a
nev song without counting. "The student must count
everything he plays until he can say every count without
confusion. Then the counting has done its work."12
Not only must the student play in correct rhythn,
but he must also use the correct tenpo. There are five
bzsic tempos of music: adagio, largo, and andante, alle-
gro and presto. These are Italian terms which mean very

e ; r fast. Each of these
slow, slow, moderate, fast, and very las

i 81 £ isible in
A i et o e watthay, The Visible and Invisi ‘
Piano ”ecggéiig kLondon; Oxford Press, 1947), p. 4E.
4 all 1 14l 4 W

12Newman, op. Cit., P

83.



empos may be

feeling to his music,
rhythm which can either "make" or
comes only from correct and purposeful ¢

first day he sat down a

47

felt bv aac I
Oy associating them with a familiar
king step

2s llewnan indics g :
indicates in his Table of Tempos:

J

5 2n

AUKRT LS Tl’] y ‘ 3

down the 3iglgeliy§d step done in a funeral march,
b Il a s Wy { 2 P B .

et g wedding, or at a graduation

?g;ggéwiS?e regal sedate step used at a stately
slow“a; ;; oi in the walk of a condemned man. As

o Coung e taken without faltering or subdivid-
Exgﬁ o one for each beat, without subdivision.
kalple: Dvorak's Largo from the "New World" symphony.

ANDANTE: The relaxed step used in a leisurel
afternogn stroll or a Fifth Avenue window—sho%p?ﬁgday
tPur. iloderate and flowing, done without lifting
the heel. Count one to each beat. Example: the
Andante Cantabile from Tschaikowsky's Fifth Symphony.

ALLEGRO: The brisk step of a businessman walking to

work on time but not ahead of time; in between the

marching cadence of Army troops and of most football
bands. It is characterized by its spring and energy
sometimes including a take-off from the ball of the
foot. Count one to each beat. Example: Brahm's
Rhapsody in G minor.

PRESTO: When counted one to a beat, a short minc-
ing step taken almost at a run, as by a puppet or

mechanical doll. So fast that it can be done only
on the toes and with straight legs. Count one %o

an entire measure in simple time, one to a dotted

unit or entire measure in compound time, up to the
number of measures in a phrase or rhythmic group.

Example: NMendelssohn's Spinning Song.

If a student wishes to perform with meaning and
ne must feel a sense of nusical
"preak" a piece. This
cunting from the

+t his piano to begin a long road

51vid., pp. 88-89-

st
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of musical studj
f Sical studies ang performances,

DEVELOPING IUSICIANSHIE

One of the first duties of the teacher is to
awaken in the student a love for the piano and his music.
Once this takes place, the child is filled with desire to
learn and undertake all the many fundamentals of good
technique which results in good musicianship.

A good piano teacher is one who brings in ear
training, theory, and harmony with private lessons and
class meetings as well as finger dexterity and touch at
the keyboard. Teaching musicianship is teaching theory,
key signatures, major and minor chords and other important
musical truths as well as finger work.

The student needs to know a little of music history
and the style of each composer. llusicianship is saying
in music what the composer wanted to say on paper.

Interpretation: Not every student will play

Beethoven's "Moonlight Sonata" with the same feeling and

exnression. Dach must eXpress his own musical thought as
L

it comes from within. The student must always be himself,

is music is beautiful to him, SO will it be to others as

egeh note is played to £i11 a musical meaning. Bach

. : : : e
individual has his own personality and his music will co
t e
, 3 s —
to 1ife as he expresses nimself in it. Since everyone
4 2 £
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personality is different, music interpretation will
also be different byt will be good--if it is the person's
own &nd not an imitation of someons elge. Everyone can-
not be Toscaninis or Naria Collins or Isaac Sterns.?

Husic 1s not merely note playing but thoughtful

considerati )
itderation of all the mechanics of music. Some of

the most important fundamentals of music are: time and

rhythm, expression, fingering, tone-variety, memori-

zation and pedaling. Each of these is a part necessary

for good interpretation.15

Ear Training: It would be safe to say that most
piano students do not hear all the sounds they produce.
As long as this condition persists, it is as hard for
the student to have a good performance as it would be
for a blind man to paint and produce a picture.

This condition has probably arrived from the
nethod of musical instruction. Until recently, teachers
stressed note-reading and the student was encouraged to
simply produce the notes on the piano. Listening to

these tones was not encouraged.

14 ‘noff, "The Importance of Being
ggmuel Chotzinoll, & A iy I
One's Self in lusic," American MusiC Teacher, (lay s

1957), 6:4.

15Abby whiteside, Indispe
(New York: Coleman-Ross Companys,

nsables of Piano Playing
1955), D 121+
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Teachers
S today nust realize that listening is a

very import . Da : "
FOTLANT Part of producing music. The student must

- 5 " 2 .
have & "listening ear" gpgq with the teacher's help, he

should b gt .
€ able to distinguish between intervals, major and

3 }
minor chords, harmony, and all the elements which go along

with the melody,

It should be insisted that every nusical phrase

which is played should constitute an exercise in ear-

training.16

Not only should students have a listening ear to
their own playing but also to the works of others. In
this way, they may learn style, dynamics, tempo, and
shading of the great composers and performers. Our ears
should be subject to great amounts of music of all kinds.
By comparing their music to that which they listen to,
students may develop, grow,and mature in their own per-
formance. After listening to the works of others, it is
much easier to listen to oneself.17

Theory and Harmony: Some degree of theory and

harmony should be taught to every piano student. There

are rrest advantages for the piano player if he

riskin, The Principles of Piano Practice

165 p
James F Gray Company, 19217, pp. 4-5.

(New York: The H. W.
17, ndor Foldes, Keys 1o the Kgyfgard oo
Oxford University Press, 1960), PP: ’
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unaerstands the +i :
he theory of Music and what makes up har-

monic progressi :
: S10Nns. If he ig taught to analyze his music,

the student wi ‘
e udent will understang better the notes and chords

hi )
which he plays, Ana1y21ng his music will also help to

develop note-reading, the listening ear, and, most of all,

his ability to memorigze,

liany students have difficulty playing scales and
remenbering what notes should be sharp or flat, If they
are taught that each scale contains two tetrachords, each
one consisting of a whole-step, whole-step, half-step, stu-
dents can figure out scales for themselves. Scales become
more meaningful and less of a drudgery for the student.

Then, if a student is taught the simple chords,
mainly, the I-tonic, IV-sub-dominant, and the V-dominant,
he disco&ers that he can make up a melody and add his own
harmony without too much difficulty. After sometime, he
may be able to arrange a melody of his own.

Students should be taught the major and minor
scales along with the arpeggios and triads that are built
on each tone of the écale.

Knowledge of theory and harmony will create enthu-
siasm and will give the student a real purpose in his prac-

tice Instead of merely reading notes and PRGN IR R

on the piano, the music opens causing the student to

% y V l / i ieS.
< L i ce "el" ehtlj al’ld J y j
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CHAPTER VI
C AMT 1 )
REATING, DEVELOPING, AND MAINTAINING INTEREST

LI i . .
any times pupils begin their piano lessons with

enthusiasm o .
sm and much anticipation. Due T mm—" ——

to many teachers, some of these same students discontinue

thelr musical studies after their first few months of

training.

Sometimes, regardless of how good and efficient a
teacher is, the child will still lose interest. He is not
willing to "think" and practice to him becomes a waste of
time. Perhaps, he was only taking lessons in the first
place because his friends were taking or because "his
parents wanted him to."

However, usually when students lose interest it is
the fault of the teacher. Perhaps the teacher fails to
realize at this point just what she is or is not doing to

help her pupils. To create and maintain interest is a

challenge presented to every music teacher.

The following is & list of suggestions given by

' i to question 9, Section
the sixteen teachers 1n answer q

III, of the teacher's questionnaire:

st always be enthusiastic, patient,

1. The teacher muded in music fundamentals.

and well groul

eat love and under-

r .
b W If he understands their

p scher mus ;
2, The teach I o

standing for his pup
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needs he cg

R n help them to .
feeling of aCCOmplishment,progress and have a

3e zﬁg Zi?iger should have faith and confidence that
¢an and will succeed in his performance.

Allow the students to play duets and duos.

5. lMake lessons
dents various

4.

interesting and exciting giving stu-
types of material.

6. Encourage the st
that he may bve
and friends.,
"boost."

udent.to memorize enough pieces
ab}e to play fluently for parents
Their compliments can be a real

T. ZExpose them to good music. Tell the story of the
composer and the "why" of the composition.

8. Cooperation.of parents--seeing that the child has
a regular time to practice; that he does not miss

lessons and made to feel that his efforts are
appreciated. '

9. DNational piano playing auditions; Junior Music
Clubs; activities and festivals; piano guilds and
church playing will create interest.

10. Give the pupil some easy work which he may enjoy
doing along with the more difficult compositions.

These ten points are essential in creating and
developing interest in the child. However, they are not
completely sufficient. One of the most vital points, as

discussed previously, is to help the child love and under-

stand music. He nmust think and feel music, then it will

be meaningful to him. Bach difficulty and problem that

arises must be explained and analyzed. This will save

dent.
much frustration and anxiety on the part of the stude

" but also the "why"
: tand the "how
He must not only unders
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of his music,

Cle . )
lass lessons ang recitals and other performances

will be discussed ip relation to thisg subject.
CLASS LESSONS AND ACTIVITIES

llany teachers have not as yet experimented with

class lessons. That is, bringing together at least once

a month all the students in individual grades. Only three
out of sixteen teachers indicated their use of class
lessons.

Class lessons, if conducted in the right manner,
can do much in hdlding and creating the child's interest
in his music. Some of the activities which can take
place in the class lesson are: ensemble playing, per-
forming solos for each other, musical games, activities
of various kinds such as presenting a TV quiz musical
program or taking a trip to Germany by studying com-
posers and music of that land. Having class lessons
also gives opportunity to play records and discuss musi-
cal form. It can be an ear-training experience as pupils

try to match and identify certain tones which the teacher

or other students play.

Give the class a musical name and refer to it as the

music olub. liake it an important project and stress attend-

If it is conducted in such a manner, each pupil will
ance, 1% 4



56
look fo

rwe
vard to every meeting and will work hard and

ctic 5 ;
practice hard that his rerformance may be "the best."

RECITALS AND OTHER PERFORIIANCES

Should every pupil be required to perform in

recitals? According to the information received on the

guestionnai ; ;
1 ire, the answer if "no." Ten out of fifteen

teachers indicated that every student should not be

required to participate but encouraged to do so.

If recitals are a way of checking the progress
of students--then emphasize them; if not, limit the
recitals to only those who are interested in that sort
of thing. Too often, a student is branded as a failure
if he makes a poor show at a recital. This student may
be one of the best and his interest in music greater than

the one who can "shine" and have little trouble at a

recitale.

The teacher needs to let the child show what he

has learned in theory and other music fundamentals--not

only his playing ability. Where he may fail in one

phase of music, he may excel in another phase. Recitals

are good but too much emphasis has been placed upon them

and they have taken the place of developing our music

education.

s vefore
i s performances O
ould discus
Perhaps, W€ sh
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discussing form: i
€ lormal recitalg, A student must perform in

smaller grouy \
Eroups before he will ever attempt to appear in
such a recital.l

Th ¢ i
€ teacher should provide opportunity for pupils

to play for small informal groups. The music club or

class lesson would be g good opportunity. If the pupil

performs for smaller groups, he may later desire to per-

form in a more formal recital. Each student should be
encouraged to play for others. This can open many doors
of opportunity and enthusiasm for the student.

Teachers should wait for the steady growth of the
child. He only develops fears and self-consciousness
when he feels he can't do something confortable. O0ften,
the word "recital" becomes a stumbling block to students
and creates anxiety and fears. The point should always
be stressed that the student is simply sharing their
nusic with others. "Music-making for young children
should be a natural expression in a natural setting,

4 L]
never a self-conscious performance.

"What About Student

i : kaggs
Hazel Chazarian Skaggs, 1957), 15:24.

Recitals?" Music Journal, (October,

wsome Uses of Recitals in Piano
peacher (September-October,

2Nellie G Mcgarﬁy,
Teaching," American LusiC
195%5Ys Sids




CHAPTER VIII
CONCLUSIONS

The purpose of this study was to determine appro-

priate meterials, methods and techniques for teaching

private piano lessons in the early grades. From litera-

ture reviewed, gathered data and tabulated information,
the following conclusions may be made,

There is a great need for good piano teachers.
Children love music. It is a part of them. When they
begin their study of piano, they deserve to be taught
and led in the right way. The progress of a child's
musical experience depends first, upon the teacher--
his judgement of teaching methods, procedures and materi-
als, secondly, upon the student--his attitude and concern
for doing his best, and thirdly, upon the interest and
cooperation of the parents.

Wigginsl states that effective teaching involves

three closely related steps: (1) To clarify what you will

do for the pupil--what you want him to learn--know your

actual purpose. (2) Select the methods and materials

which promise to be of most help in accomplishing these

purposes. (3) Evaluate your efforts.

[~}

lWiggins, loc. cit.
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It i ¢
18 a must for the piano teacher to be well-

rained ij
t in order that she may be qualified to teach piano.

She must not only have the ability to perform but be able

to 1mpart her knowledge to her students. In past, there

have been, and probably still does exist, people who do

more harm than good in their effort to teach. Because
they are not adequately trained, they fail in their
ability to explain and help the student understand his
music and in directing him down the right pathway which
leads to success. lMatthay feels that a teacher must be
able to help the student when problems arise by explaining
and giving actual example when necessary. Only then can
the pupil be helped in every way. The child must under-
stand the mechanics of every passage as well as the
expression-effects. In this way, the child may be able
to express himself and be creative rather than imitate

his teacher. lMany students have been discouraged and

have just "given up" because of their inability to express

themselves in music. As Wiggins states, the teacher needs

to continually evaluate herself and see how effective her

methods may or may not be. A good teacher will be alert

for newer and better ways of teaching.

Witty, as results of a questionnaire given to stu-
?

T T f fl
dents on the subject "The peacher Who Has Helped Me lost,
1ts O

i r eachers
lists the following traits of a good t
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(1) cooperati
( cperativeness, (2) democratic attitude (3) kindli-

ness and consi ati
onslderation for the individual, patience (4)

wide variety of interest (5) general appearance and pleas-
ing manner (6) fairness ang impartiality (7) sense of
humor (8) good disposition and consistent behavior (9)
interest in pupil's problems (10) flexibility (11) use of

recognition and praise, and (12) unusually proficient in

teaching a particular subject? All sixteen teachers

responding to the researcher's questionnaire agreed that
a person will not always be a good teacher even though
he may be an excellent performer. He must possess many
of the above traits plus various others which make him
a good piano teacher.

lMlost of the teachers felt that many students who
are not especially talented in music may work hard and
succeed., He must, however, be cooperative and willing to
"think" for himself and not expect the teacher to do every-
thing for him.

The parent, too, can help the child succeed in his
music. It is the parent's responsibility to encourage
propriate practice time and continually

the child, set up ap

work with both the gtudent and the teacher to do whatever

he can to help. The parent should never lose patience and

A 1" i "
. a new pilece.
_ , wn and listen to =
always take time tO sit do

Witty, loc. cile
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Choosing
Sing the proper materials for each child is

extremely imnort:s
Yy lhportant. Bauer feels that one should not

force a ps i ..
particular kind of nmusic upon his students if
they do i :
¥ 0% Like 1% op they may hate music forever.3

MRGTIEL net Yo intelligently chosen for each student

to meet his particular needs and interests. It is good

that 2 child have a variety of music to provide experi-

ences 1n every phase of his musical study. He should

not only have a "main" lesson book but also supplementary
books, workbooks, and various exercise activities.

This study revealed the following nmusic lesson
series in order of their preference by those responding
to the questionnaire: Thompson 78%, Aaron 71.3%, Schaum
57.2%, Eckstein 50%, Ward 21.5%, Clark and Hirschberg
20%, Kerr, Nevin, Williams, Fletcher, lMatthews, and
Steiner, all ranked 7%.

About 85% of the respondents indicated their use
of some type of music workbook. The Fletcher Theory

Papers and Thompson Theory Drill Game were most preferred.

The questionnaire revealed that most teachers find

exercise books to be Very useful. However, it is most

important that the child understands the importance and

significance of each exercise. He must understand what

3BaueI‘, lQE:.EiE'
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€ 18 doing and

g how the exercise may be applied in other
works. The Hanon-

h

S ”
chaum book rated 62.5% and Czerny 50%.

Francis Clark rg ’
ted 25.3% and Thoupson Scale and Chord

Others rating 6% were:
Kahn Theory Papers

Speller 12.4%.
Paul & Werder,

» Schaum I & II, and Schaum Note
Speller.

The use of audio-visual aids in teaching piano

lessons has proven to be very heipful. Seventy-five

percent of the teachers indicated their use of flash
cards. Other visual aids listed were: llusical Maestro,
Composer Cards, Note-0-Game, and Flannel Board. Only
15% of the teachers stated that they do not use any type

of audio=-visual aids.

In presenting the lesson, the teacher should strive

to make each lesson interesting to the child. Louise
4

llcAllister, 'in her article, "Words to Remember," expresses

the fact that teachers must understand each child and what
the child can or cannot do. Teachers are not to expect

too much of the child but understand that his musical

knowledge only comes gradually.

At the very beginning the teacher should present

the kevboard to the child. lake sure that he understands
=T LTy

and learns the letter names of his lines and spaces. The

4LIcAllister, loc. Cito
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ust not b
€ allowed to play by simply reading num-
ber figures.

child m

Fou
rteen out of the sixteen responding

teachers
€ stated theip opinion to thig effect. However,

he \ a
they also feel that the stated fingering numbers should

be used along with the note-reading,

llost of the teachers want their students to "feel"

SeELE muale through ey and‘time; that students should

use the curved-finger hand position and not allowed to

play with "flat-fingers," Thirteen of the teachers be-
lieve that the child should be taught to count aloud and
feel the rhythmic sense of the music. The teacher
should not do all the counting for the child!

The success of a music student requires good
practicing habits. One nust know how to practice and
how to achieve the desired goal in the shortest possible
time. The child should be encouraged to set a daily task
to be accomplished. In this way, he will leave the prac-
tice period with a feeling of satisfaction.

According to Alice Carey? in her article, "How to
Keep Them Practicing," the practice period should be

broken down into short periods of time so that the student

will not cet too tired. If this is not done, the practice

« » =« "The
period may become a "chore. She states that

Curey, loc. cite
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inportant thine
to remember is to fit music

& for Parents
1nto the child's 1ife a4 home--not to force it!. . . If
practice is fun, mysic will always be g pleasure to him,"
Children shoulg be taught to practice slowly but

to think fast, Slow Practice will help the child con-

centrate and play accurately, Quality is the important

thing. All sixteen teachers responding to the question-
naire stated that they encourage practicing hands sepa-
rately whenever needed,

The child nust understand the fundamentals of
nusic such as theory, tempo and dynamics before his
practice can become meaningful., According to Clifford
Curzon,6in his article, "Bring llusic Into Your Practice,"
every note should have a musical meaning and not just
"thumped out." After this, he should strive for a vari-
ety of shading. At the same time, he should feel the
notes as a musical sentence just as we do in singing or
speaking. This piece must mean something or say something
to the performer, then he in turn should express his feel-
ings by his manner of performance.

As one practices, he must count. Rhythm is very
The student must learn to count--

necessary in music.

not count to his playing, but play to his counting--

6Clifford Curzon, loc. cit.
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counting in rhythm'7

Mattha
Y wrote ., "that music 1s meaningless
without r}
rhythm. If gpe child plays every note correct

but has no se

nse of time ang rhythm, the piece means

absolutely nothing tq the audience. If means only empti-

ness and nothj 8
hingnesg," The student ‘should never be allowed

to play a piece without counting. Thirteen of the teachers

stated that they €ucourage their students to count while

practicing. None of the teachers count for the student

but encourages him to count for himself. Some teachers

feel that it is good to use a metronome--not all the time,
of course, only when it is especially needed. This was
the opinion of thirteen teachers.

If a student wishes to perform with meaning and
feeling in his music, he must feel a sense of musical
rhythm which can either "make" or "break" a piece.

In order to develop good musicianship the child
must have a basic knowledge of music fundamentals such as:
beginning theory, time and rhythm, expression, fingering,
tone variety, memorization, and pedaling. Also, he should
have some knowledge of key signatures, major and minor

chords, finger dexterity and touch, music history, and

"1i11s, loc. cite

8LIatthay, loc. cit.
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This knowledge leads

» 1n turn, promotes good musician-

in i i
nterpretatlon, one must be himself and express

his own musics .
nusical thought as 1t comes from within. One should

never try to imitate someone else,

To create ang maintain interest is a challenge pre-

sented to every music teacher. On pages 53 and 54 of this

study, a very helpful list of ten suggestions on this sub-
ject 1s given as reported by the responding teachers.
Class lessons, recitals, and other performances are
avenues of creating interest. liany teachers, however,
have not yet experimented with class lessons. That is,
bringing together at least once a month all students belong-
ing in various grades and levels. Some activities which
may take place in the class lesson are: ensemble playing,
performing solos for each other, musical games, present-
ing a television musical guiz program, Or listening to and
discussing the works and lives of great composers. Only

three out of sixteen teachers indicated their use of the

class lesson.

According to the information received on the question-

; ouired to participate in
nzire, students should not be req
This was

recitals but they should be encouraged 1o do so0.

the ovinion of ten out of fifteen teachers. It 1s felt
p
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that recitals g

" [S 5 W JFJ. 3
> MAy be emphasized 100 much and may some

b e =

times take the

5 :
Place of developing our music education.
WWe need to let i

the chilg show what he hag learned in

W v and
theory and other fundamental s—-not only his playing

ability.,

Ohs .

hildren shoulg be given the opportunity to per-
form in informal g€roups as preparation for the recital.

They need to develop enough confidence that the recital

will not create anxiety and fears. Nellie C. McCarty,9
in her article, "Some Uses of Recitals in Piano Teaching,"
says, "llusic making for young children should be a
natural expression in a natural setting, never a self-

conscious performance."

In conclusion, it is the opinion of the writer
that there is still much more research to be done in this
field. Due to the changing times, there is also change in
piano methods and techniques and appropriate materials.

It requires continual study to keep up with the trends in

our modern world.
Other subjects for research in this field could be:

touch and tone inflection, continuous study on correct use

of rhythm, and the physical mechanism in playing. Further
L dy

study on good practice habits and maintaining student

interest would be motivatinge.

—

licCarty, loc. Cite
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March 19, 1943

Dear Piano Teacher:

The enclosed questionnaire i
L 1 1s part of the work
“e}n?-done to.complgte a research project on piano
teaching. This project is in partial fulfillment of

the llaster of Arts degree at the Austin Peay State
College.

I would appreciate very much if you would fill
out the guestionnaire basing your answers upon your
present knowledge, attitudes, or opinions concerning
each matter. DPlease feel free to answer each question
as honestly as you can because this information will
be used only to benefit my project as well as to help
increase my own piano teaching proficiency. No names
or personal information will be referred to in the
research paper,

Thank you very much for answering the question-
naire and returning it as soon as possible. Your
cooperation in this project will be great}y appreci-
sted., A stamped, self-adressed envelope 1s enclosed

for your convenience and prompt return.
Sincerely,
lMrs. James E. Rennell

Encl: Questionnaire
§elf-addressed envelope
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CUOTIONATR: A e
*0->TIORATRL OF PIANO 1mpong, |

mT - AT WA =
J.uCI‘L‘rIC AND AM&ZERLALS

FCR BEGIINERS TO GRADE ITT

':‘lﬁis guesti N i . &

filluent of the wndiTe is submitted to you as partial ful-
—— o gy s MaSTer ol Arts Degree. It 418 mv deaivn. aa o
TR S WL G Gl 1 1S Do wec.t :-'V‘d o+ 2 N (=] .Jl.)' u.eSlI‘G, ao d
to use better anc - oo oouvifred informantion, to be able
natarials iv m:~“wd0?§leliect1v¢ rlethods as well as appropriate
ond bfgaeer“coi Of% plano teaching. I expect to discover new
:”;r srilrdon oNeepts in this fleld. Please feel free to express
e s~ sund vteliefs concerning each of the following ques-

G1ONS »

- TrA MR : o
1l l-.&AJ_JJ.L. £200
pramedoriSosteteleroioioie

(1) Check the following books

k which you prefer in teaching
beginners to Grade ITI.

John Tonpson Heidelberger
Ada Richter Kerr
BEckstein Nevin

L. H, Ward Schaum

Paul & Werder Aaron

OTHERS:

(2) Do you use workbooks with your students? If answer
is yes, please check those you prefer.

Fletcher Theory Fapers
Thoupson lheory Jrill Ganmes

Tastelli Theory is Fun

Lusic Pun (& kenworthy Activity bogk)n )
ITT Tuoard for Theoryland (Beckly-Cardy Co.)

MITHD Y
OTHERS .

] ’ audio-visual ailds
Plezse check other naterials, such as audlo visual
e Ll % L
n

ich you may use.

) S Flannel_BOard ———
Lusic *135 VELES e Note-0-Gane —
wusic ..2estro et Variety of games _____
N nosEY 21rdsS
v O _JO-J«—- L4 S



MY
N DL .1

O"“‘ o
Ldua0 8

3

(1)

ana relaxation indeveloping technic.

My 1.- -
vheck the following
n oVilng exercis ] i

) | : 2 s€ Dbooks which you prefer.
ian;on-Qchaum

Czerny

"I—olooﬁ' 7 S+1143 o a -

mel :tdv?tkale§ by Thonpson

scales and Chords by Mirschberg T

'rlst and Arm Technic by Thompgon

OTHERS:
ODS AND TECHNICS

what dally technical exercises do you suggest?

List ways you may use to develop proper use of eff

D Prox or

Check the following music fundamentals you may

phasize with beginners to grade 11T .

Major & llinor scales

Phrasing Theory
Anelysis  _____ History
Harmony Dynamics

Feualing

Arpeggios

Please answer

Do you teach your students to

the following questions by tyes" or

nfeel® the

nusic through key anc time? _
v. Do you teach the poised arm and the

rotative—forearu? )
c. Do you teach curved=1 i
on tips of fingers?

vlaying ’
< 1 ~ aernts to
i. Do you allow your stuce L

pa o ng?

I17=Cioe. N w1 asr
' e T a11low students to play
€ 2O yuu L=+ . © 1.-» wAte TeSs

v Ol *‘Jr ;-Ut'\, rea

nuimbers instead

finger hand position ==

play with flat

by fingering
ding?

en-

]

"nO" .

BEEN



1,

14

LJO you ernicourage ging
v - dAg e he) ) ] at o4~ A ‘e
cering? 6€ Uusing the stated fin-

£e DO you tncourage
LA.lOUU. "u."h,ile
lessong?

- SE _XOBT students to count
practicing at home? at

uoﬁjgu %lways count for your

' stead of having

1. Jo you teach

_ gimning?

Je fo you encourage "slow practice" until
uhe.stugent has become acquainted with

_ asslgned new piece?

k. Do you encoura
ly?

l. Do you use a

M students in-
viell count for themselves?
accenting at the early be-

ge practicing hands separate-

retronome for correct tempo?

GENERAL

Jo you believe any piano musician will make a good
riano teacher? State your reason.

Do you feel that a teacher can treat all students
zlike in teaching methods and use of the same material?
If answer is no, please state reason ‘

In your opinion, do you feel that every student should
be required to perform in piano recitals?

Do you have periodic recitals or contests in which your
students participate? How often?

Yow Go you get your students to overcome stage fright?

At what age or grade do you feel a child should begin
viilse b ,ki y -
piano lessons 11 ne so desires?

ild 1 peciec t ted
In vour opinion, must a child be espe01al}yqua1en
i; %u*iﬂ in order that he may learn to play®
1 | ol Al —————————————

: ave iano lessons at
o wen fipd it helpful to have class Por Semted
pl Ak llﬁu.l? f?hifor gach group Or éra“e,gf.ifh%eggse
|J_~,—t O"CG (o) “}.OAAV/IA:E—.OTS;:GI: iS :}res, Wh&t ac‘tlvl 1€es 2.8

,l;:,C 8?

P e e ——




lo.

Ll1st some of the ways

in which you have discovered
to hold the interest of your students to continue
their study of music.

This, I beleive, is one of
the preat problems of every music teacher.

What advise would you give to a young teacher just
beginning to teach?
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APPENDIX ¢

STUDENT QUESTIONNATRR

T'easons why -
SONs why you take piano lessons.

-Jccause my parents want me to.

g h;va nothing else to do. -2
11 185 1y own desire to learn :
I don't want to disgnnni byl <l
Y disappoint Iy teacher so I can't

Ly 1rlends take lessons and I want to be like then. %

Check one (1) of the following:

35

S 0 H O 20 o
- - - - - - -

1 do enjoy piano lessons.

I do not like piano lessons.

[}

I 01)

you enjoy pilano lessons check the reasons why.

I like nmy teacher. 25
I enjoy playing. 28
I enjoy practicing. 20
«j parents are proud of me, L%
I can "show-off" in front of others. 2
lly lessons are exciting. 13
Ly music is interesting. 21

List any other reasons if there are any:
To be able to play for church. Desire to become a
llusic Teacher.

If you do not enjoy your piano lessons check the reasons
why.
&. They are boring. . ) . —
b. I am too busy and don't have time %o practﬁcg. 7 e
¢c. Other children make fun of me and call me "slssy".
G. I don't like my teacher. _ _
e. I have too nmany music books from which to practice.
f. It is too hard for me and I can't understa}na:l
1V parents or friends never want to hear me play.

. Lty -f*v .
he I don't like to practice.
i. List any other reason:

1T\ om
MY o miI
LOTE: &I
il
-

D ABOVE FOR READER'S

. © TITTAMT
T FORJATION IS TABULATL

feirs
BREST.

I
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APPENDIX D

EVALUATION OF PIAIQ USIC

————

Beginners' Books

liester lethod for the

T5 conter  fivs Do Piano by Heidelberger; Book i

it s veginner a foundation in rhythm
spat=reading, harmony and transposition - f :

child beginner - woulg be interesting ot

Little Players by R. X, Kerr; for young beginners

- small book; 60 cents q i
‘ ' . Hg g
the notes; rote-note method.s sletures o g7 P

‘_"' T 9 | P ax W

Work %Hﬂ.*%uj Bk. I, by LaVerne ii. Voss; 80 cents;
Intg;cstlnb cover; has other things to do besides
playing such as coloring notes drawing, etc.

Jibbidy -F and A.C.E. by L. H. Ward; good for child

bez}nner_- interesting cover, not nmany pictures, uses
both hands alternately very frequent.

Books by John Thompson - all very good - have interest-
ing notes, pictures and are progressive. Supplements
are supplied also.
A. Supplementary Piano Course with lielody all the Way.
. Teaching Little lI'ingers to Play
. DBasiest Piano Course - Part Two; very cute cover
anc pictures on inside - (musical pictures).
This book children would love.

2ty

'D. Easiest Piano Course - Ditto to C. Part I.

Discovering the Piano - Paul and Werder; for young-
cst beginners. lusical pictures - good supplement
book. Has little notes for children 1o write or
little problems of music.

Pro-ressive Piano Course by S?ubblefields; Book I
forubebinners; 80 cents; good.

Pro:-ressive Piano Course - Book II.

II. Besinners' Supplements:

1.

n
.

l -+ 3 ) T 17 . /’E 1tS .
e L) l a y e ['f:‘ ‘}I‘omr] rl gg p b‘w b \ k\ e [‘ [' O cer t
; 4 C c -‘,(l IC a U.SlLE Q h 1’]. - L4

and dynanmics trought 11.

” Not as
. v Kerr; 60 cents. 4H9° °
oo T L4 ayers by L€l ¥ s but not in
et ”iytlelr%béve; both hends used Bk
P e ’::\A as NO e a 3=
“fprbto Ciher at same time.
noras B 2=

r
o il

VA Do
2:C 0

+3

)



laster l.ethog + N
was wr-“ mgod ior the Piano -
sRIger; 1o cents, Ery good:
and gives flngering chart ’

anl min Y o
and minor scaleg also. Go

§E§§.%31§ by Heidel-
for Plains scales
o theu; uses major

!‘Lt Z‘:]G AOO b.y }11:}1-:1

— 2isey. Has pi
songs ab 7 - Plctures of i 5
uy‘ ?‘ Out tﬂ.em. Jel"y Shor‘t b k = anlmals d.nd
profitable, 00X+ Kot very

Hymns for You to Play

_ds in left hand. Good. Some

Ey Own Hymn Book by Ada Riehter:
~asy arrangements.  Hymns for e,
Good for advanced beginner,

Favorite Hymns in
veryday and holidays.

John Tonpson's Scale-Speller: (A ic Writi

» . music Vriting B
6Q.cgn?s. No pictures but wéuld be interestiig %gk)
child if presented in right way. Very Good.

John Thompson's Chord-Speller; Ver N
know chords. ’ Y good. Helps to

Iy ?iano Book - A llethod by Ada Richter; For class
or individual instruction in three parts - part I.

Tiny Technics in Tuneful Form by John Thompson;
15 cents; Very good, interesting pictures and short
songs. Familiar songs also.

III. Grades One to Three:

01

John Toumpson's liodern Course for the Piano:

A. The First Grade Book

B, The Second Grade Book

The Third Grade Book )
Supplementary Piano Course: Books a &mp+(lf3%1
These are interesting and prog;esglve W%uh yeﬁ
known airs. Progressive and difficulty; fits

grade.

b= Ca

.. e o hn Tompson; 3C
Technic for the First Year by John 1OMPEb®s

; am: i ‘irst grade.
chol Technical technical exanples in fi gras
aolce v - i i) Wi COHl",OSerSo 79
Mel-as =YY he ’.-TO'\"‘"Q Of Uell—ﬁnOxv 1 "
LakKer f_'_o.-l LIl WUL .o : i . ]‘Unﬁc also. All
cents. Interesting pictures &ut = =2~

eres £ good
: e abhout alike but are goOhe.
Thowpson's books are about &
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€3 Une 1o Three gy
= LiJT)l',:lge]}IUry Thes .
5 -La daterialsg
oireabboii. Op. 6%
vtuuaies) 75 cernts

My if

iwelve | He

‘ (Twelve Very Easy and lielodious
interpretation.

1 3
nould £00d T
. lotbefboou for technic ang
» 01 runs ang chords.

Has

éus%c Appreciation is Fun
I3 Compositions by all mas
There is a s : -

”Puch%:t; ;tory about each composition. Yoy

i (il Yo *inS“é 1L you know about its composer and
g9 xn, B8 B 0@ o 8 little bit about the composer. It
2 hes C€ interesting pictures. lledi EEES S

for this grade. « Medium difficult

;- ']w 2 3 .-
gé ~avid Tirschberg; Book
r's. Very good book.

Studies in Sixths by Clare I -
afe. ns )
aratory for Octaves. Iio. 5gfkafleld

3 50 cents; Prep-
Very short - 8 pages.

Selected Studies for Piano Solo
. ) by Stanford King;
cents. I don't like this book veiy well?r Tﬁtniénég

seem too seen imr
seem £00 & n.ﬁooﬂ31ugle and short for solo pieces.
It would ve fine for lessons.

For l'e_and My Piano by Clayton F. Swmmy Co. Progres-
sive piano pieces. Books I,” ¥I, and III. Good.

thn‘ThOJPSOH'S Tuneful Technic: DBooks I and II.
(Co..bines musical enjoyment with finger development)
80 cents. Familiar songs. \Vould be enjoyable for ch
child.

Technic is Fun by David Hirschberg; Good for correct
Tochnic. Has a lot of good fingering exercise work
in the pieces and also scale and chord work; - mostly
scale wiork. Book II.

cales and Chords are Fun by David Hdirschberg; Books
Z I1. Co.oositions by well-known COLPOSErs; §ook
. is major chords and Book I is minor chords. IX-
ellent - explains all about the seven chords both
najor and minor.

QO HH

—

y Ada Richter) For class or

v Piano Book (A method Db
L 22220 L0 ( Comes in three parts.

Tndividual instruction.

1 m e in
~ _— s S+udi - Book One. (Co plet

»d ern udies .
Selected Czerny St vonderful for technique.

Three books) $1.00 each.

John Thompsont

P " | 3 X7 g 11 b T
Thira Graue Velocity Studlies N Eout s

——=For technic and
TSugplement&fY) Very good for tec!
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irst lessons in Buch -
Jjecedsary to h -8

Lssential for

500k I (In 4y
t0_Buch [ Wo books)

Tvi Lgfure‘ggttlng advanced Bach!
& good nusician, .

An InL”Ouuctior t T A1
— 1 10_Bach by Joh el
collecction of short examoleg n Thompson; ( A

75 cents. Very good. fron the works of Bach)

ﬂyl€avoyi§e Duet Album by laswell Eckstein: 25
se LCEGQ duets for four hands, lMay ve dif%ic 1t
even Ior third grade. <
Intervals and Chords - How
varteney and L. R. Pabst.

to use them by liac

Wrist and Arm Technic
from piano repertoire f
ly and in combination i
John Tompson).

(A collection of excerpts
or wrist and forearm separate-
n staccato and legato by

Adult Beginning Wusic:

l.

John V. Schaum Note Speller - Book One. Has 30
lessons on the fundamentals of music such as note
reading, lines and spaces, etc.

Beginner's Book - School for the Pianoforte by
Theo. Presser; For the young piano students, from
the beginning up to, but not, including the Scales.
Price: $1.00. Volumn I.

The Adult Approach to the Piano by Qary Bacon llason;
Tas studies along with the compositions. Very good.
Prosress cood for an adult beginner. (Oliver
Ditson Company).

. , ———
The Hundred Best Short Classics by Cut@pert {hlte
more; bBook I. Too difficult for a beglngeg sk
book. Would be fine for an adult's second DOOK.

_ ) ) Wi te-
The Uundred Best Short Classics by Cut;g%{icigigns
L - - = nts: Patersons a’l
more s BOOL II. 8/ cen e ’ o = . bu.t
~°Carl Fischer, Inc. N. Y. Very good picces ui
quite difficult. Fine for advanced third g

1 i bv Tiie i < 1 I{uranda;
01d llasters for Young Pianl S'tS 0y ;.Aar.l"anlr_'le, )
G4 Lico LS : - - == ) i
90 Centa. Verj &‘-'A)OOCL bU.b \Alfflcult OL—d hﬂ'e to

be the second book.

SR

v ¢ ¢ .
' n1assics by Lsther Abrans; $1.00;
d sur 0L Q;LSY v1ldos Y Y. 23, o Y;

A Treasury slass o
Terite e iLusic Publications Inc. !
Herlitce ;e b-
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T™hird rrade g
Lhlra grade music - advanced

s i ++ = i ~

£ L*““ie *EUWSUTX of Sonatinasg
amoert; 60 cel — R
- ’ cents Cor.tai

~ e - . 161 ins 43
Beeth n, I . . 1S sona X 3

_,.,?.UV,ﬁ’ llozart and weber ang § g N by Luhlau,
Difficult. 14 ochumann, liedium

Two; Ty Cecily

TOURS With The llasters b
Belwin, Inc. Book Twi; ¥_Dorothy Bradley;

&
- _ : Pingering ] 91258
interpretive notes, me gering, phrasing,
3ifficult for adul%. tronome rates, etc. Not too

fzitgg?uC%togoiieﬁ}cigg g]éags'}cs by Alfred Mirovitch;

s idy ¥ ction riginal Pi i

Barly Grades). Illediunm aifficult - %ggei 13 o
eginning book. B

Bach T B y 1

i?c“VLOf farly Grades py Anna llagdalene Bach; Book
L;  Very easy; Could be used for a beginning book
for adult. (A supplement).

Bergiqe Frgst?s At the Piano - Books II, III, 1IV.
Tonilizr pieces by the masters. Very good.

The Adult At the Piano by Bernice Frost; Books I,
T1, 1l1.l. (lhe Boston lusic Co., Boston, liass.)
Very good for beginners - also as they progress.
ALlso has compositions by the nasters.

IV. Vorkbook llaterials:

1.

The Fletcher Theory Papers by Leila Fletchers; 300k )
70 cents. Loose leal, 12 lessons, good for children

or jonior high.

John Tompson's Theory Drill Games; Book One; 80
cents. Children Tould love this book. It has cartoons
that applies to the lessons.

I S 9 ey o R II.
Tonn Toupson's Theoly Drill Games; Books 1T, I

(See Zoove ) .

Reynolds Castelll; 6Q
8 ] i individual in-
Too gifficult

Theory is Fun! BY Ailee yuo 4o

ceints; (;u51cal ganes for ¢ s
1C Good for age ten or 0 .

nd for younger children.

struction)
to unuersta
P Kenworthy
anG anprecle £101ls (Af\
anu SPITECC e children gbout the

lygic FXufl = TheoTly
Toxi-activity 0oo

J
1‘) . VeI‘;\’ COO



e

B

Qc

i race level in school. %glls all about instruments
thira i as theorv and appreciation,
ag WOll &8 TNeory

Excellent,
ic Fun - Iheory and Appreciation; Books 1I, and 111,
s V.,lc [-;" . 3
T",::I_)« ~ood. wvee Lo. 5,
L B J L.

sboarca for Theoryland (Beqkley
él}~nfor children in about'gfaae fo
5002 Interesting for child.
tures.

~Cardy Co., Chicago)
ur. Very cute pic-

3 in Theoryland (Beckley-Cardy Go.) ‘ Bietabey
Adventggeirég ausical notations. Very good. About
are ma :

%éirth grade level.
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