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PREFAC TP 

The textbook selected to be used as a basis for 

this course of study is Class Piano, for Adult Beginners, 

Copyright 1964, by Russel N. Squire and Virginia R. 

Mountney, Prentice-Hall, Inc., Englewood Cliffs, New 

Jersey. All chapter subtitles, word lists, mxUsic, etc., 

come from the text and are used with the permission of 

the publisher. Other materials mentioned are supple

mentary and will be designated as such. 

The course of study has two main divisions: gen

eral procedure and specific procedure. Although follow

ing the textbook in the logical sequence of the presenta

tion of musical terms and definitions, the suggestions in 

the general procedure are applicable to any study material 

or accepted method for teaching the adult beginner. This 

includes the ear training, workbooks, supplementary mater

ial, testing and all other activities. The specific pro

cedure involves the textbook alone. 

The initials "S-I.I" will be used at various places 

in the paper to refer to the textbook. 

11 



CONTENTS 

ACKNOY/LEDGl!IENTS i 

PREFACE ii 

INTRODUCTION 1 

Chapter 
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INTRODUCTION 

For many years it has been possible for a student 

who has had several years of music study and who can qual

ify for grade nine in both theory and piano as listed in 

Bulletin 66l, Applied Music in Texas Schools, to earn one-

half unit of credit for a year of study with a private 

teacher who is certified according to the requirements 

of the Texas Education Agency. Although it is possible 

to receive credit for beginning piano study in colleges 

and universities, even on the graduate level in some in

stances, this, regrettably, has not been allowed in high 

schools. 

This situation was brought to my attention by 

Mr. Glenn Harrison, Coordinator of Secondary School Cur-

riculum, Plainview Public Schools, Plainview, Texas.^ 

In his opinion, a course of study should be formulated 

v;hich would provide study with credit incentive for three 

types of beginning students: first, those who have had no 

previous music study; second, band and orchestra students 

who have had musical experience with their instruments 

•̂ Texas Education Agency, Bulletin 66l, p. 4. 

.̂•Ir. Harrison is at the present time Superin
tendent of Plainview Public Schools. 



but not with the piano; third, those students who have 

had limited previous piano study. 

After accepting the responsibility of preparing 

the course of study, I found that the finished material 

would be acceptable as a thesis to fulfill the require

ments of Texas Technological College for the degree of 
* 

Master of Music Education. During the preparation of 

this thesis I have had the added advantage of working 

closely with members of the faculty of the Texas Techno

logical College Department of Music, and also have used 

the material successfully in actual teaching experience. 

An adjudicator commented favorably on the performance 

of students after one year of study. 

The choice of a textbook was the first considera

tion, and the final selection was made only after careful 

study of all available material. It was decided to use 

the Class. Piano for Adult Beginn_ers (Squire-Mountney), 

and students have been receptive to the choice. The mere 

appearance of the book with its v/ell designed cover and 

practical, plastic binding is attractive to students. 

The business-like approach to each musical problem is 

appreciated also. Each musical term is given its perma

nent name, insuring that the learning process will not 

need to be amended in a subsequent lesson. The musical 

selections include folk tunes, minuets, marches, duets, 

and two and three piano material. There are etudes. 



studies, and ample scale work to develop some degree of 

facility. There are historical notes and theory assign

ments which include scale writing and keyboard harmony. 

There is more material included in the book than will be 

needed for an average one year beginning class piano 

course for the college student.-^ Therefore, with supple

mentary materials, this text should be useful for two 

years of piano study v/ith younger students. 
2 

The use of supplementary material including 

historical reports,*^ is left to the discretion of the 

teacher, and depends also upon the advancement of the 

student. If the student has had no previous musical 

experience, the one introductory chapter will hardly 

suffice. The most difficult problem for the teacher to 

explain is the grand staff, therefore several pages of 

original explanation have been included in the Appendix. 

It is advisable to use some written work at first and a 

list of workbooks may be found in the Appendix. Other 

study books and pieces are listed there as well. 

A minimum of sixteen of the thirty-two chapters 

can be covered easily in one year of study. This will 

include a basic knowledge of fundamentals and should prê  

pare the student for the final performance examination 

S-M, p. iii. 
p 
Complete list of supplementary materials may be 

found in Appendix K. 

3 
List of suggested topics. Appendix E. 



and theory test which should complete the year of study. 

Specific directions for the use of selections from three 

extra chapters have been included in the course of study. 

It is possible that some of the additional material may 

be needed. Chapter 17, a study of minor scales, is to 

be used at the same time the teacher presents m.aterial 

in the minor mode. 

If it is not possible to arrange a daily class 

time at school for this course, then an excellent sub

stitute is one class period and one private lesson each 

week. The private lesson is for thirty minutes, and the 

class lesson one hour. If theory is offered as a separate 

course in high school it may be omitted from this study 

provided the student takes both courses, otherwise theory 

must be included in the class or private lesson. 

The credit allowed is one-half unit for a full 

year, the year beginning before October first and con

tinuing throughout the school term. 

In order for the student to receive credit for 

this course, or any other course in Applied Music, the 

teacher must be qualified and certified according to the 

requirements of the Division of Teacher Education and 

Certification, Texas Education Agency, Austin, Texas. 

An experienced teacher is preferred, but the following 

course of study is prepared in such detail that a 

Bulletin 66l, p. 1. 



beginning teacher can very easily follow the procedure. 

The minirauiii practice time for each week is two 

hours, and a great deal can be accomplished in this 

short amount of time, strangely enough, although much 

more practice time is to be encouraged. 

Testing is to be done periodically in order to 

determine grading for report cards, to give a deadline 

for extra effort, as well as a basis for the student 

to compare his progress with that of the other students. 

Testing should be done for both performance and theory. 

Since practice time usually slows to a halt during six-

weeks' tests at school, performance should be graded at 

the fifth week and the written theory test given when 

other testing is done during the sixth week. For per

formance, a comprehensive test may be given by the 

teacher (suggested testing may take the form of the test 

sheet. Appendix I), or a studio recital or musicale with 

parents and friends as guests. At the end of the year 

the student will be expected to play a memorized program 
2 

before an adjudicator for a final grade. All require

ments — playing, sight-reading, ear-training, and theory 

-- must be satisfactorily fulfilled before credit can be 

allowed. 

"̂ Minimum as set by Plainview standards. 

2 
Bulletin 661, p. 4. Final Performance Test 

Requirements, Appendix J. 



The expense of the lessons and materials must be 

met by the students unless the school chooses to help. 

If the high school furnishes the textbook, then the 

student could purchase his own workbook and additional 

supplementary material. Over a period of years, a 

library might be created for students to use on a rota

tion basis. A great amoumt of sight-reading material is 

desirable, and might be of the student's choosing when 

acceptable. 

Although the high school student learns faster 

and can perform more readily than younger beginners, he 

has a higher sense of frustration and self-consciousness 

when the inevitable mistakes are made. The class situa

tion is helpful in this regard. Mistakes seem of m.uch 

less consequence when others in the class are making them, 

too. The necessarily synchronized performance of ensemble 

playing places the emphasis on rhythm. 

Remembering to practice is one of the greatest 

problems of the beginning high school student. The fact 

that he has not established practice habits early in life 

under parental supervision may mean that he actually for

gets to practice until the day before his lesson. At this 

age, he is inclined to be resentful of a reminder from his 

parents. This is true of the beginning junior high school 

student, also. As soon, as the student develops enough 

facility and reading ability to play simple tunes and to 



participate in ensemble playing, his real enjoyment be

gins, and his practice can become a pleasure. 

Motivation, then, is built-in. If the original 

reason for taking the beginning piano course was to earn 

one-half unit of credit, by this time the credit has be

come incidental. The class lesson becomes a type of 

exclusive "club" with mutually shared problems and solu

tions. Friendships thrive through this musical associa

tion. Concert attendance is encouraged, and for many it 

will be a first experience. It is always more pleasant 

if the classmates can attend in a group. 

The true test of the value of a year of beginning 

piano lessons in high school may not be at auditions or 

at the final recital in the spring. It is possible that 

some of these students will continue studying music and 

become professional musicians, and all the students should 

be taught vjith this in mind. Those who do not become 

musicians will profit imjneasurably through their exposure 

to music study. 



CHAPTER I 

SYMBOLS AND FIVE-FINGER PATTERNS 

The objectives of the first chapter include 

familiarizing the student with all the signs and symbols 

on a page of simple music, enabling him to translate these 

signs and sym.bols into musical sounds and to perform in a 

musical manner easy pieces in five-finger position. 

The material to be used is found in the first 

four chapters of the textbook, and is to be finished in 

the first six weeks of the school term. On the following 

pages detailed procedural instructions are given, addi

tional definitions and some original material included 

for further clarification of term.s, and supplementary 

material listed as applicable. 

If a student has had some musical training, it is 

still advisable for him to review the introductory chap

ter. An excellent discussion of posture and hand position 

is to be found there, also a notation chart. The student 

can then continue his study in the chapter most applicable 

to his stage of advancement. Such a student will be valu

able in playing the more difficult second piano, or teacher 

parts. 

Ipreface. 
8 



The ten little pieces in the second chapter of 

the textbook may be used in conjimction with teaching the 

introductory chapter. By the end of the six T/7eeks, the 

student should be able to play from sight simple melodies 

in five-finger patterns, find any note on the keyboard 

from the chart on page 1, write and give the time values 

of any note or rest on page 3? and explain the meaning of 

time signatures in 2/4, 3/4, and 4/4 meter. 



Fundamentals 
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1 

!• Piano Keyboard 

A. Keyboard consists of black and white keys 

B. Black keys in groups of two and three 

C. Middle C location 

1. To the left of two black keys in the 

center of the keyboard 

2. Middle line of the grand staff 

D. Key names: A, B, C, D, E, F, G 

E. Octave: repetition of key name after all 

others have been used (eight scale tones -

A-A) 

II- She Grand Staff^ 

A. Composed of eleven lines 

1. Five lines for upper staff (treble) 

2. Five lines for lower staff (bass) 

3. One line between the two for Middle C, 

eleven lines in grand staff 

B. For ease in reading and writing. Middle C 

line omitted, upper and lower staves sepa

rated and joined by a brace 

C. Between two lines is a space, plural -

spaces. 

^S-M, p. 1. 

2For fur ther c l a r i f i c a t i o n of the Grand Staff, 
see Appendix B. 
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III. Clefs 

A. Treble Clef or G Clef 

1. Symbol from medieval letter G 

2. Circles second line, designated as G 

3. Treble Clef located on upper staff 

B. Bass Clef or F Clef 

1. Symbol from medieval letter F 

2. Fourth line location of clef is F 

3. Bass Clef on lower staff 

C. Other degrees of the staves to be used in 
Chapter II 

1. Treble: beginning with Middle C on 
ledger line, D space, E first lino, 
of staff, F first space, G second 
line 

2. Bass: C second space, D third line, E 
third space, F fourth line, G fourth 
space 

IV. Ledger Mnes^ (French leger) 

A. Short line for writing one note at a time 

B. To be used above, below, and between the 
staves 

Note: Find the outer limits of the Grand 
Staff on the keyboard and see how much of 
the keyboard would be unused without a 
system of notation for it. 

V. Bar lines 

A. Bar lines are used to divide staff into 
measures 

B. Double bar lines (both light) divide tlie 
composition into parts 

C. Double bar lines (one Light, one dark) 
end the composition 
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VI. Time Signatures, Meter Signatures, Measure, 
Signatures 

A. Y/ritten after clef sign 

B. Looks like fraction 

C. Value 

1. Upper figure tells number of beats or 
counts per measure 

2. Lower figure tells kind of note that 
receives the count 

2 3 4 

3. Examples: 2/4; 3/4; 4/4; or 4 4 4 

VII. Notes 

A. Indicate pitch 

B. Duration of sound 

whole note four counts 
half note two counts 
quarter note one count 
eighth note one-half count 
sixteenth note one-fourth coujit 

VIII. Rests 

A. Indicate silence 

B. Duration of silence 

whole rest four counts 
half rest two counts 
quarter rest one count 
eighth rest one-half count 
sixteenth rest one-fourth count 

IX. Note Stems 

A. Stems may go up or down if note is on 
middle line 

B. Stem goes down on left if note is above 
middle line 

C. Stem goes up on right if note is below 
middle line 
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X. Posture and Hand Position 

A. Posture 

1. Sit before the keyboard with body just 

a little to left of Middle C 

2. Both feet flat on floor 

3. Be far enough away from the keyboard 

that you must lean forward slightly 

4. Keep back straight 

B. Hand Position 

1. Curve fingers and place thumb level with 
keyboard 

2. Fingernails must be short 
3. For natural position, place long fin

gers (2,354) on group of three black 
keys, let other two (thurab and fifth 
finger) rest on E and C 

XI. Review 

A. Practice writing of notes and symbols as 

indicated by teacher 

B. Practice finding of notes at keyboard 

C. Practice finding of notes on staff 

XII. Zeitlin-Goldberger, Work Sheet I-*" 

XIII. Words to Remember 
keyboard brace treble time signature 
octave line bass note 
grand staff space bar line rest 
staff clef measure stem 
staves ledger double bar 

Ipoldi Zeitlin, and David Goldberger, Theory 
Papers, I (New York: Consolidated Music Publishers, Inc., 
1962. Future references to this material v;ill be made 
by the use of the term "Theory V/ork Sheet" and number. 



Playing the Piano 

14 

1 

I. New Material and Development of Keyboard 
Skill 

A. Procedure, general 

1. Rhythm 

a. Time signature 

b. Types of notes used 

c. Clapping 

(1) Clap and count first measure 

(2) Clap and count each measure which 
has different rhythm pattern 

(3) Clap and count phrase as a whole 

(4) Continue clapping and counting 
to the end of piece or the end 
of the problem 

2. Notation 

a. Note range in this chapter: treble, 
middle C, D, E, F, G; bass, (one 
octave below) C, D, E, F, G 

b. Learning notes 

(1) Read names of notes 

(2) Read names of notes in rhythm 
while clapping 

3. Fingering 

a. Locate numbers used for fingering 

b. Write in additional numbers if 
needed 

c. Read fingering in rhythm while 
clapping 

•S-M, p. 6. 
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4. Keyboard 

a. Hand and body position as in Section 
X, Fundamentals 

(When hands find keys, watch the 
music and resist impulse to look 
at the keyboard) 

b. Have a "dry run" with fingers moving 
over correct notes without pressing 
down 

c. Repeat until no wrong keys are touched 

d. Important - read notes one more time 

e. V/hen the piece is finally played, it 
should be a performance, with no 
mistakes in notes or timing 

B. Procedure, specific 

1. Alpha 

a. Two-measure "question" (Antecedent 
Phrase) 

b. Followed by "answer" (Consequent 
Phrase) 

c. Repeated in left hand 

2. Beta 

a. Moves step-wise until third measure 
skip between E and C 

b. Four-measure pattern repeated in 
left hand 

3. GaSi]l§: (two skips) 

a. Two or four measure phrases? 

b. Where is the antecedent phrase? 

c. Where is the consequent phrase? 

d. Which part is repeated in the left? 

e. Which is new material? 
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4. Delta 

a. Left begins with four-measure 

phrase 

b. Right hand has four-measure phrase 

c. Does the right repeat the left? 
5. Epsilon 

a. What is the length of the first 
phrase? 

b. Play this twice as fast as before 

6. Zeta 

a. Rhythm problem in first measuTe 

b. Try to play this piece faster than 
the others 

c. Notice skips and steps 

d. For a change of sound, move both hands 
up five notes, and with G as the 
first note in each hand, use the 
same fingering as before. This is 
called Transposition. Now play 
again, this time beginn5-ng on A. 

7. Rest 

a. Review section on rests in textbook, 
page 3. 

b. In measure 2, the value of the quar
ter note endures until the next 
beat and must not be shortened or 
lengthened 

8. Traditional Colonial Tune 

a. This should be a familiar tune 

b. Are there problems? 
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9. V/histlinp: Tune 

a. In measures 2 and 6 we have our 
first Syncopation by playing on 
the weak beats C2-4) when the 
tendency is to play on the 
stronger third beat (More about 
Syncopation on page 65) 

b. Notice quarter rests 

10. German Lullaby 

a. How long is this song in measures? 

b. How long are the phrases? 

c. How fast should it move? 

II. Ear Training 

A. Using notes in the preceding lesson (bass: 
C, D, E, F, G; treble: middle C, D, E, 
F, G) 

1. Teacher plays a note 

2. Student finds the note on keyboard, then 

writes it 

B. Sing groups of notes 

1. Teacher plays groups of notes, each 
group three times (1-3-4-3; 3-1-2-1; 
5-3-4-3; and so on 

2. Student sings 

3. Student identifies notes 

III. Review 
A. Theory Work Sheet II - Some Notes and Their 

Values, review of notation, testing 

IV. Testing - Performance 

A. Student should play one piece of above 
group selected by student • 
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B. Note if the piece is played by memory 

C. Two students should play same piece 
together as preparation for ensemble 
playing 

V. V/ords to remember 

rhythm 
step 
skip 
question 
answer 
transposition 
syncopation 



\B. 
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1 

Ensemble Pieces 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Rhythm 

3- Primary accent in 4/4 time, first 
beat of measure 

«̂ Secondary accent in 4/4 time, 
third beat of ""measure 

c. 2/4 time - two counts to measure 
which accent here? 

2. Notation 

a. Two new notes - B below middle C 
B below bass C 

b. New notes will be indicated by solid 
black or quarter notes 

3. Fingering 

a. In Studies One and Two, measure 7? 
a note is skipped between fingers 
2 and 1 in the right, and between 
fingers 4 and 5 in the left 

b. Repeated notes are played with the 
same finger in this lesson 

4. Keyboard 

a. Check posture and hand position 

B. Procedure, specific 

1. Study One 

a. Teach according to procedures in 
previous lesson 

b. Notice new note and fingering in 
measure 7 

^S-M, p. 9. 
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2. Study Two 

Instructions for this study are the 
same as for Study One above. 

3. Studies One and Two as Ensemble 

a. When both studies can be played 
without stopping, students should 
clap the two together noticing 
rhythmic differences 

b. Count one measure before beginning 
to play, then start on one without 
changing counting speed — observe 
accents 

c. The teacher's part should be added 
after the other two can be played 
well (the portable organ may be 
used for one part by omitting the 
lower B) 

4. Chorale One 

a* A chorale i s a s t a t e l y s e t t i n g of a 
hymn ^tune 

b . How f a s t should i t move? 

5» Chorale T\vo 

This chorale should be played a little 
slower or the teacher's part may 
sound trivial 

6. Study Three 

a. Introducing 2/4 time 

(1) Clap as usual 
(2) Conduct, using down-up motion 
(3) Students conduct 

b. Phrasing 

(1) the phrase - musical clause or 
sentence 

(2) the slur - curved line marks 
phrase 

(3) LG&at^ - "hound t o g e t h e r , " 
smoothly connected 
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(4) Antecedent ^hrasi ~ question 
(5) Q.ons.ê uent phrase - answer 

c. Playing 

(1) Follow the general procedure for 
learning a new piece 

(2) Give a short break or breath 
after the antecedent phrase, 
but do not interrupt the beat 

(3) Make this a three part song by 
playing first as written, then 
transpose to G, then play again 
as written (ABA form) 

II. Ear Training 

A. Using B, C, D, E, F, G in treble and bass, 
the teacher plays a note, student finds 
note on keyboard then writes on staff 

B. Teacher plays four-note groups, students 
sing, then write on staff (skips only 
in C chord) 

III. Review 

A. Theory V/ork Sheet III - Time Signatures and 
Measures 

B. Write Primary accentos and Secondary ac_cerrbs 

in proper places using 4/4 time 

TV. Performance testing 

A. Playing selections from Chapter 2. 

B. Transposing to G and A minor 

V. V/ords to remember 

primary accent 
secondary accent 
phrase 
slur 
legato 
antecedent phrase 
consequent phrase 
chorale 
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More Melodies and Folk Tunes'̂  

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Rhythm 

a. Eighth notes - in 2/4, 3/4, and 4/4 
time - two eighth notes are played 
in the same amount of time as the 
quarter note (two eighth notes for 
one quarter note) 

b. 2/4 time - maintaining feeling of two 
beats or pulses to measure 

c. 3/4 time - three beats to measure with 
quarter note the basis of the beat 

d. Dotted note - dot after note adds one 
half the value to the note 

6» Anacrusis (upbeat) - notes that come 
before the first full measure 

2. Notation - no new notes 

3. Fingering (Theme, page 13, uses thumb 
on C in measure 1, also on B in 
measure 4) 

4. Other 

a. Folk music - from the common people 
of a tribe or country 

^* Tie - curved line connecting two notes 
on the same degree of the staff,the 
second of which is not played, but 
continues the sound of the first 

c. Baroque Period - l600-1750 

»̂ Bartolommeo Cristqfori, harpsichord 
builder, made the first piano 
about 1709 

^S-M, p. 12. 
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®* staccato -, dot placed over or under 
note to be released as soon as 
played 

B. Procedure, specific 

1* French Folk Tune 

a. Notice rests 

(1) V/hole rests used for full meas

ure of two beats 

(2) Observe quarter rests 

b. Rhythm 

(1) Clap 

(2) Conduct 

c. Playing 

(1) Prepare to play by reading notes 
as in Chapter II 

(2) Read fingering, write in more if 
necessary 

2. Flowing; River 

a. Clap rhythm pattern imtil feeling 
for difference in eighth and quar
ter notes apparent, notice accents 

b. Say or sing letter names in rhythm 

c. Try fingering in rhythm away from 
the keyboard 

d. Performance should be correct and in 
time 

3. Theme (Joseph Haydn, 1732-1809) 

a. Follow above procedure for prepara
tion before playing 

b. Left hand should work alone to ob
serve play-rest-play-rest pattern 



24 

4. Some Folk^ (Stephen Foster, I826-I864) 

a. Preparation as above 

b. Left hand alone - block each 

measure 

c. Rhythm - tap instead of clapping 

5. The Beautiful Bird 

a. Notice long phrases 

b. When tapping observe accents 
c. Should an accent be placed over the 

last note of each phrase? 

6. The Cuckoo 

a* Staccato followed by legato 
Practice away from the keyboard 

b. Refer to pages 14, and 15 for defi
nitions of arK3_ante,rit., mf, f 

Note: Each word on the above list 
will be learned as it appears in 
the music. 

?• Dutch Dance 

a. The anacrusis (upbeat) plus the last 
measure equal one full measure 

b. Accent is still on first beat of the 
measure; tap observing accents 

c. V/hat is the meaning of alleĝ rq? 

II. Ear Training 

A. Continue having students find sounded notes 
on keyboard and write on staff 

B. Continue playing four-note groups with skips 
of a third in only the C chord; students 
sing, then write on staff 
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I I I . Review 

A. Theory V/orksheet IV: Understanding Nota
t ion 

B. Review words studied 

IV. Performance testing - play one piece by 
memory 

V. V/ords to remember 

anacrusis 
Baroque Period 
piano 
harpsichord 
staccato 
tie 
folk music 
dotted note 
andante 
allegro 



CHAPTER II 

HAND M0VEB5ENT AND CONTRACTION 

It is very important to have established a feeling 

of security in the use of the five-finger patterns in the 

key of C as has been done in the foregoing lessons. It 

is equally important to be able to move away from this 

position with facility. In order to do this, the thumb 

is used as a pivot, moving under the fingers to play a 

note while the hand adjusts to a new position. Exercises 

and scales are helpful in developing the ability to move 

the thumb easily. 

The structure of music with regard to scales and 

chords and their relationship to a tonal center is to be 

stressed. In this chapter an attempt will be made to 

develop an understanding of scales, both diatonic and 

chromatic, as well as a degree of facility in their per

formance. 

The ternary form, or three part song form known 

as ABA, will be introduced and examples played for the 

students so that they may recognize this form in other 

listening situations. 

The time allotted for the study of this material 

should be no more than eight weeks. If it is possible to 

26 
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finish earlier, supplementary material may be used in 

line with the objectives of this chapter, or if in the 

opinion of the teacher the work has been done satisfac

torily, it is advisable to move on to Chapter III. 
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1 

Thumb and Hand Contraction 

I, New Material and Development of Keyboard 
Skills 

A. The Thumb 

1. The thumb passes under the fingers 

2. The thumb is used as a pivot for the 
fingers to pass over so they may play 
again 

B. Hand Contraction 

1. A closed hand position which allows far-
apart fingers to play consecutive 
notes 

2. For further contraction try this finger
ing in Example No. 3: 

R. H. 1,4,5 154,5 and so on 

L. H. 5}4,1 5̂ 4,1 and so on 

in Example No. 4: 

R. H. 1,4,5,354,5 and so on 

L. H. 5,4,354,3,1 and so on 

C. Notation 

1. New notes A, B, C 

2. Treble octave: Middle C,D,E,F,G,A,B,C 
2 

D. Supplementary Material 
1' Three Finder Trot, page 9 

2. Some More Things to Do with Three 
Fingers, page 10 

•̂ S-M, p. 17. 
^Leon Podolsky, June Davison, and Ardella Schaub. 

The Moving Hand. (Oceanside, New York: Boosey and Hawkes, 
1922). 
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II. Ear Training 

A. Include new notes when playing for students 
to identify and write on the staff, also 
in four-note groups to be sung 

III. Review 

A. Theory Worksheet V: The Grand Staff 

B. Practice note reading (turn to page 19, 
look at new notes, try reading through 
Repose) 

IV. Performance testing 

A. Review of memorized material 

B. Careful performance of exercises in this 
chapter - include technic in each day's 
practice 

0. Combine Example 1 with Example 3 to make 
an ensemble by changing notes of Example 
1 to dotted half notes 

V. Words to remember 

contraction 

-'•A sample Performance Test page may be found in 
Appendix I. 
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Chromatics and Accidentals'^ 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

a. Half-step or Semitone: the distance 
from one note to the next 

b. The Sharp written before a note means 
the note is to be played a half-
step higher 

c. The Flat written before a note means 
the note is to be played' a half-step 
lower 

d. The Natural sign is used to cancel 
either the sharp or the flat 

e. Enharmonic Notation is different nota
tion for the same-sounding note 

^* Accidentals, are sharps, flats, and 
naturals used to alter a tone -
once used they remain in effect 
until the bar line appears 

g» Chromatics: a modification of the nor
mal scale by the use of accidentals 

Ĵ« Chromatic Scale; a scale progressing 
entTrely by semitones or half-steps 

i* Diatonic Scale; a scale built on a 
combination of whole and half-steps 

2. Rhythm 

a. Rhythm pattern using the dotted quar
ter note (to be played as if a tied 
eighth were written in place of the 
dot) 

b. C (actually an incomplete circle) 
stands for 4/4 time, frequently 
referred to as Common time 

^S-M, p. 18. 
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3, Notation - Add A and B in bass 

B. Procedure, specific 

1. Chromatic Scale 

a. Practice playing the chromatic scale 
using fingering on page 20 - third 
finger on black keys (French)l 

b . Try Engl i sh f i n g e r i n g s : 

R. H. 2 ,3 ,152 ,1 ,2 ,3 ,15253 ,4 ,1 ,2 

L. H. 1 , 2 , 1 , 3 , 2 , 1 , 4 , 3 , 2 , 1 , 3 , 2 , 1 

2. Repose 

a. Sir Joseph Barnby (I838-I896) com^ 
poser of excellent church music 

b. Define markings - Lento, moderate, 
rit. 

c. After preliminary preparation, play 
left hand alone and notice contrac
tion 

Note: Hymn, Now the Day is Over, 
page 90, All American Song Book 

3. Waltham 

a. J. Baptiste Calkin (1827-1905) organ
ist, composer of anthems and organ 
pieces-̂  

b. Define Andante 

c. Find as many different hymn names to 
Waltham tune as you can (look in 
Index of Tunes in hymnal) 

1James Frances Cooke. Mastering the Scales and 
Arpeggios (Philadelphia: Theodore Presser, 1913), p. 34. 

^International Library of Music (New York: The 
University Society, '196I), II, p. 521. 

^Ibid. 
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d. Tap bass and treble parts separately, 
then together 

e. Sing letter names (it may help for 
someone to play bass line while it 
is begin sung) 

f. Prepare and play as before 

4. Chromatigue 

a. Define moderato, cresc., decresc. 

b. Give fingering a "dry run" away 
from keyboard - notice contraction 
in both hands 

c. In tapping make difference in half-
notes and quarter notes followed 
by rest 

5. Supplementary material - Etude No. 2 
by Kohler-'-

a. New bass notes can be played by the 
right hand as well as the left -
notice bass clef where the treble 
is usually placed 

b. Measure 5 has a new note - D above 
Middle C 

II. Ear Training 

A. Test on previous ear training 

B. Rhythm drill introduction 

1. Clap 4 measures of Alpha, page 6. Repeat 
three times. Students should be able 
to write note values (4/4 time) 

2. Clap 4 measures of Study Three, page 11, 
as above (2/4 time) 

3- Perceiving Music, Unit One, Exercise One, 
pageT^^ 

^Poldi Zeitlin and David Goldberger. The Etude 
Book I (New York: Consolidated, 1961) 

2Bockman, Guy Alan, and Y/illiam J. Starr. Per
ceiving Music: Problems in Sight and Sound. (New York: 
Harcourt, Brace, l̂ ÎJ."" Future reference will be made 
bv giving assignment numbers. 

tSi^-iiLiii i. 

^-fir 'ii' I \\ll I: II Ii 1^ ^ 1 --̂ < .-^•, ,• , ^ „ 
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III, Review 

A. Theory Worksheet VI 

B, Performance 

IV. Words to remember 

half-step 
semitone 
sharp 
flat 
natural 
enharmonic 
accidentals 
chromatics 
chromatic scale 
lento 
andante 
moderato 
cresc. 
decresc. 
P5 PP 
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Ma .lor Scales! 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

a- Diatonic scale (ladder), combination 
of whole steps and half-steps using 
all the letter names of the musical 
alphabet in consecutive order 

^* Whole Step, two half-steps, a key 
in"̂ between 

c» Degree, special names and numbers of 
scale tones (tonic I, dominant V, 
and so on) 

-̂ Ma.ior scale pattern 

(1) V/hole steps, half-steps (w w h w 
w w h) 

(2) Tones, semitones (t t s t t t s) 

6- Tetrachord - w w h, or t t s (two 
tetrachords make a major scale) 

»̂ Key Signature: in following the major 
scale pattern, both black and white 
keys will be used unless starting 
on C. To tell which black keys will 
be used, the sharps or flats are 
placed at the beginning of the staff 
following the clef sign, giving the 
staff a signature 

g« Key Note, or key center, can be found 
by 

(1) Counting up one note from the last 
sharp 

(2) Counting down four from the last 
flat 

1 S-M, p. 21. 
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g. Kinds of Half Steps (adjacent keys) 

(1) Chromatic Half Step^ two adja-
cenficeys using the same 
name - C, C# 

(2) Diatonic Half Step, two adjacent 
keys using^different names -
C, D flat 

2. Rhythm 

The scales in this chapter are written 
in whole notes, which means that each 
note may receive four counts, plenty 
of time to plan before playing the 
next note 

3« Hand Position 

The hand should remain in playing posi
tion during the four counts; the hand 
should not rest on the keyboard,neither 
should the wrist "dip" in time to the 
counting 

B. Procedure, specific 

1. Divide the C scale in half by placing 
a line between F and G 

The first half, from C to F, is a tetra
chord, because it consists of two whole 
steps and one half step (w w h) 

The second half, from G to C, is also a 
tetrachord (w w h) 

ô"̂ *̂ The Guild Syllabus allows the use 
of the tetrachords in scale-playing 
for Elementary A, B classification 

Now play the first half with the left 
hand, the second half with the right. 
Notice there is a whole step between 
the two groups (remember Kohler Etude 
Namber 2?) 

^National Guild of Piano Teachers, The Guild 
Syllabus, 1966, p. l6. 
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2. Now transpose to the key of G, begin
ning on G in the left hand 

Remember, w w h with left 
Skip whole 
Play w w h with right 

In order to make the last half step, a 
sharp is used (the new sharp is al
ways the 7th tone, raised to make the 
final half step) 

Pattern for entire scale again: 
w w h w w w h 
t t s t t t s ( t o n e , tone, semitone) 

3. Follow the same procedure, beginning 

on D 

The half step.below D is C sharp 

The P sharp is part of this scale, too 
4. Now transpose to A, E, B 

5. Y/hen beginning on F, it is necessary to 
lower a note (use a flat) 

Which note is lowered? 

6. Placing the sharps or flats in the key 
signature after the clef sign saves 
writing them each time they are to be 
used.l 

II. Ear Training 

A. Using the entire treble staff including the 
G above, students are to find notes on the 
keyboard as sounded by the teacher 

B. Write the above notes on the staff (this 
includes sharps and flats) 

C. Play five-note groups within the same key 
using C, G, D, skips no greater than 
thirds,(working within an octave:1-3-4-
2-1; 1-2-4-5-3; 8-6-5-7-8; 5-3-4-2-1) 

»̂ £§£££1X2-5^ music, Unit One, Exercise Two, 
page 5 

IAII scales beginning on white keys are used in 
T̂ „oi T In this course of study. The remaining keys will 
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III. Review 

A. Theory V/orksheet VII - Some New Notes -
a review of notation 

B. Write D scale, Textbook, page 22. 

IV. Performance 

A. Play the C scale, page 23, Textbook, hands 
separately using fingering as written 

B. Examine fingering and notice: 

1. 3's play together t\vice in an octave 

2. 4's play only one time in each octave 
and play with 2's 

3. Practice the 3 - 3 section of each 
scale, hands separately: 

R. H. 3, 1, 2, 3 - and back 

L. H. 3, 2, 1, 3 - and back 

0. Traditional Fun Tune, (S-M, page 24) 

1. Play with right hand as written 

2. Play with left hand using scale finger
ing (if you do not remember, write the 
fingering in) 

3. Now try hands together 

D. Drink to Me Only with Thine Eyes 

1. Tap both hands, keeping steady six count, 
with accents on one and four giving a 
feeling of "two" 

2. Give fingering a trial before going to 
the keyboard 

3. One person could play treble, one bass, 
making a three piano piece 

V. Words to remember 
Diatonic scale key signature 
whole step key note 
degree chromatic half step 
major scale diatonic half step 
tetrachord 
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Six Ensemble Pieces'^ 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. 6 ^ time 

six counts per measure 
eighth note basis of counting 

counting equivalents for 6/8 time 

dotted half note six counts 
2 dotted quarters(tied) six counts 
dotted quarter note three counts 
quarter note two counts 
eighth note one count 
sixteenth note one-half count 

primary accent, first count 
secondary accent, fourth count 

2» Ternary Form (three part song form) 

Three sections: 

A part, first section 
B part, second section 
A part, third section 

Four sections: 

A part, first section 
A part, first section repeated, some

times with a slight change 
B part, second section 
A part, third section 

Note; examine paintings, flower 
arrangements for examples of 
groupings of three. Compare with 
picture on page 50, S-M. 

^S-M, p. 24. 
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3. New terms (to be used in this chapter) 

Intermezzo, title of a character piece 

Opus^ a composition, or set of compo
sitions, usually numbered according 
to its issue 

Dolce, soft and sweet 

Poco, little 

Repeat sign (double bar, one line darker 
than the other, with two dots on either 
side of the middle staff line after 
double bar for beginning of repeat, 
and before double bar for end of 
repeat) Simply play again. See page 
51, S-M, for examples 

4. Notation 

a. Bass, D above Middle C 

b. Treble, B, A, G, below Middle C 

Note: all these notes use inner ledg
er lines. Their relationship to 
Middle C is more readily understood 
if written on the alto staff. (See 
Appendix C) 

5. Fingering - New Hand Position 

a. Left Hand - 5,4,3,2, on G,A,B,C 

b. Right Hand - 2,3,4,5, on D,E,F#,G 

(Notice two tetrachords) 

6. Supplementary Material 

a. .All American .Song Book, pages 45, 134*̂  
2 

b. The Duet Book I, page 9 

-̂ Maddy, Joseph E., and Miessner, Otto, ed. 
The All American Song Book. (New York, Bobbins, 1942). 

2zeitlin and Goldberger, The Duet Book. 
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c. The Folk Song Book 11'̂  
page 31, for two pianos 
page 4, ostlnato bass - actually 
obstinate bass 
page 14, staccato 

B. Procedure, specific 

1. Traditional Fun Tune 

Review instructions in previous chapter 

2* Prink to Me Only with Thine Eyes 

a. Review previous instructions 

b. What is the time signature? 

c. V/hat is the meaning of the tempo 

indication? (Moderato) 

d. Trace the dynamics (soft, loud) 

e. How many phrases? 

f. Where are the antecedent phrases? 

The consequent? 

g. What is the form of the piece? 

3. Intermezzo 
a. Composer: Johannes Brahms (I833-I897) 

b. Period: Romantic 

c. Time signature: 6/8 

d. Tempo indications: Andante moderato 
e. Mood: Dolce 

f. Phrases: 4 

(1) antecedent 

(2) consequent 

g. Form: Can it be called Ternary? 

iDavid Goldberger, The Folk Song Book II 
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4. Bohemian Folk Tune 

a. Key: G 

b. Time signature: 4/4 

c. Tempo indication: Allegro 

d. Dynamics: mf, cresc. to f, decresc. 

to mf 

5- Q2A English Folk Tune 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication: Allegro 

d. Dynamics: mf 

6. Chorale Three 

a. Key: G 

b. Time signature: 4/4 

c. Tempo indication: Andante 

d. Dynamics: mf 

II. Ear Training 

A. Ear training as before 

B. Try singing the melody patterns of the pieces 
in Chapter 8 by reading from the Analysis 
(Example: B B B D / C C B - first establish 
the key center by playing the G chord) 

0. PeTceivin^ Music, Unit One, Exercise Three, 
page 5""̂  

III. Review 

A. Theory V/orksheet VIII - Sharp Sign 

B. The Semitone*'-

-••John Clough, Scales, In te rva l s , Keys, and Triads 
(New York: Norton, 1962),"p. 9. 
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CHAPTER III 

CHORDS AlCD THE PEDAL 

In this chapter the study will encompass the 

following divisions from the text: "Four Etudes," 

"Theory and the Use of Chords," "Songs with Easy Accom

paniment," and "The Pedals." The objectives are to 

teach the names of the degrees of the scale, especially 

the tonic, dominant, and subdominant, to show the rela

tionship between the tonic and dominant of each scale, 

and between the dominant and keynote of the next sharp 

scale, to present tonic, dominant, and subdominant triads 

and their inversions in such a manner that they relate to 

their scales and their key centers both visually and au

rally, and to demonstrate and teach the functional use-

fullness of these chords in accompanying simple tunes. 

Other objectives include the teaching of the use 

of the pedals, both una corda and tres corda, the differ

ence in accent pedaling and syncopated pedaling, and the 

special uses of the pedal; also the development of greater 

facility through the regular practice of etudes as well as 

selected and supplementary Diusic. 

The time needed to complete this chapter will vary 

according to the ability of the students and the amount of 

42 
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practice time they are able to manage. It is desirable 

for each person to have his own special pieces to play, 

as well as knowing the group selections well. Enough 

material is listed that there should never be boredom 

or dullness. 

Sight reading should be no problem since the habit 

of analyzing the new piece before playing it should have 

become established by this time. It is well, however, to 

keep in mind that sight-reading will be a part of the 

final testing. Those students who have difficulty should 

be assigned extra pieces. 
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1 Four Etudes 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

»̂ Etude, a study used to develop the 
hands, and to develop the ability 
to play smoothly and rapidly 

b. Sequence, the repetition of a short 
musical phrase at another pitch,p 
usually a second above or below. 

<̂« Diatonic sequence (tonal), moving 
scalewise, making difference in 
size of intervals by not adding 
sharps or flats.-̂  

2. Notation - Bass: Middle C D E F G 
(Write these new notes on the alto 
staff) 

3. Posture Check-up 

a. Feet flat on floor 

b. Back straight 

c. Correct hand position 
4 

4. Supplementary Material 

a. L i t t l e Canon, page 4 

"b- £ i Unison, page 8 

c» Folk "Dance J page 13 

Is-M, p. 31 . 
2Y/illi Apel, The Harvard Dictionary of Music 

(Cambridge: Harvard University Press, I9S1), p.^72. 

^Ibid. 

4poldi Zeitlin and David Goldberger, The Solo Book 
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»̂ Conversation, page l6 

»̂ Tiresome Le^s.on, page 26 

f« Prelude, Melody, page 29 

B. Procedure, specific 

1* Etudes One, Two, Three, Four 

a. Before beginning to play tap rhythm 
pattern of the entire Etude. Keep 
the eighth notes very even. 

b. The hand should be placed on the key
board with the thumb deep enough 
into the key so that there is no 
danger of slipping off, or of having 
to turn the hand when its time comes 
to play. 

c. The little-finger should play the note 
assigned to it v/ithout the use of a 
rocking motion by the hand. 

d. In Etude One, hold the thumb note 
while playing the others to find the 
correct and comfortable position. 

e. Try to achieve and maintain this same 
position in all the Etudes. 

f. V/hen the sequence is understood, the 
Etudes should be played without the 
music so that the hands may be ob
served at all times. 

2. Listen to the sounds 

a. Eighth notes should be even 

b. All tones should be even - make weak 
fingers sound like the others 

II. Ear Training 

A. Include bass staff in finding separate notes 
sounded at the keyboard, and writing on 
the staff 

B. PoTcelvin^ lil̂ jAS? Unit One, Exercise 4, 
p'ag'e 5 



46 

III. Review 

A. Theory V/orksheet IX - Plats 

B. Clough, Part I, Set 2 - Diatonic and 
Chromatic Semitones, page 14 

C. Word list - all preceding chapters 

(three weeks review) 

IV. Performance 

A. Scales 
1. Review C scale, and G scale, begin 

playing with both hands at the 
same time 

2. Play the D scale (page 22) 

3. Remember to listen to tone, evenness of 

rhythmic sequence 

B. Pieces 

1. The Etudes may be performed as ensembles 
2. Stress ensemble playing from Chapter 8, 

especially Bohemian Folk Tune, and 
Old English Folk Tune with students 
playing both parts 

C. Memory 

V. V/ords to remember 

etude 
sequence 
diatonic sequence 

llnstead of presenting all the Etudes at one 
lesson, it is advisable to use one etude each week and 
fill the remainder of the performance time with supple
mentary material. 
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Theory and Use of Chords'^' 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Use of scale chart 

a. Roman numerals are used to designate 
the degrees of the scale 

b. Each degree of the scale has its own 
name 

c. The following chart reads from the 
bottom to the top2 

Degree 
Names 

Degree 
Numbers 

Sharp 
Scales 

tonic D E B F# C# 

leading 
tone 

sub-
mediant 

dominant 

sub-
dominant 

mediant 

super-
tonic 

tonic 

VII 

VI 

V 

H 
III 

II 

I 

B F# C# a# D# A# E# B# 

A E B F# C# G# Dvf A# 

G D A E B Fy? C# G:# 

F C G D A E B Fvf 

E B F# C# G# D# A# E# 

D A E B F# C# G# D# 

C G D A E B F# C# 

Is-M, p. 31. 

2This chart may be duplicated and a copy given to 
each student. 
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d. Examine the chart carefully. In 
the C scale note: 

(1) the tonic (I) appears twice, 
at the beginning and at the 
end 

(2) the dominant (V) becomes the key 
note of the next scale 

(3) the subdp_minaiit (IV) becomes the 
sharp in "the "next scale 

e. Questions: 

(1) Are these statements true in all 
the scales? 

(2) Are there other "truths?" For 
example, which degree number 
is always the new sharp? 

2. Triads (consist of two thirds) 

a. A chord is composed of root, third, 
and fifth 

b. If root is on a line, the other two 
notes will be on the next two lines 
above 

c. If root is on a space, the other two 
notes will be on the next two 
spaces above 

3. Important triads (fundamental position) 

a« Tonic - root is on the first tone of 
the scale 

- third is third tone of the 
scale, line or space above 
root 

- fifth is fifth tone of the 
scale, line or space above 
the third 

b« Subdominant - root is on fourth tone 
of the scale 

- third is the sixth tone of the 
scale 
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- fifth is the eighth tone of 
the scale 

c« Dominant - root is on fifth tone of 
the scale 

- third is the seventh tone of 
the scale 

- fifth is ninth tone of the 
scale, or one note above 
the octave 

4• Inversions 

a» Fujidamental, or root position - when 
the root is the lowest note 

h. Fir_st inversion - when the third is 
the lowest note, the fifth rem.ains 
the same, and the root is an octave 
higher than root position 

c» Second inversion - when the fifth is 
the lowest note, and the third and 
root an octave higher than in root 
position 

(1) An inversion of a triad will con
sist of a third and a fourth 
(or a fourth and a third) 

(2) The root of an inverted triad is 
at the top of the fourth 

5* Seventh Chords 

a. The seventh chord is a triad plus an 
added third above the fifth 

(Remember that in counting in music, 
the beginning note is counted: 

C to E third (C, D, E) 
E to G third (E, F, G) 
G to B third (G, A, B) 

Three thirds is not a ninth) 

This is called a seventh chord 
because it spans seven letter 
names: C, D,'E, F, G, A, B 

b. The dominant seventh is the best 
known seventh chord. It is iden
tified by adding an Arabic numeral 
to the Roman nuraeral: Vr̂  
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c. Inversions 

(1) The dominant seventh or any other 
seventh chord may be inverted. 
The names are the same as for 
triad inversions: Fundamental 
position. First inversion, sec
ond inversion, and an added 
inversion, the thirci 

(2) Hote: see page 35 in textbook, 
first example, where fifth 
may be omitted as in second 
example 

6» Figured Bas_s. (Thorough Bas_s) 

Figured bass is a system of indicating 
harmonies above a given bass line 
with numbers 

The third example, page 35, will be used 
as reference in studying figured bass 

7. In writing adjacent notes, place one 
note to the side of the other. The 
notes are to be played at the same 
time. 

B. Procedure, specific 

1. Play the tonic chord and its inversions; 

I, I , I^. Compare these same chords 
in Examples three and four - see 
which of the Arabic numerals are 
omitted 

2. Now play the subdominant chord and its 
inversions: 

rv, IV , IV'̂ . Isn't this transposing 
to the key of F? 

3. Play the dominant chord and its inver
sions: 

V, V , V^. Now the transposition is 
to the key of G. 
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4. Play the dominant seventh chords and 
.inversions: 

^7? VP, v4, Vp. Compare with Example 
three and note the 

Arabic n"umerals which are omitted. 

5. Write the primary chords I, IV, V, Vn 
in the keys of G and D. 

a. First write the chords on a separate 
piece of music paper, using Roman 
and Arabic numerals to identify 
each chord. 

b. Write the chords in the textbook 
after the first work has been 
corrected. 

6. Play the chords on page 36 in the key 
of C 

a. This is a combination of triads and 
inverted triads used in this manner 
because of convenience and sound. 

(1) Rule: When moving from one chord 
to another: 
(a) Keep the same note in the 

same voice 
(b) Move the other voices to the 

nearest note 

(2) Was this rule followed in moving 
from the Tonic to the Subdominant? 
From the Tonic to the Dominant? 

b. Play the chords with each hand sepa
rately, then with both hands. 

7. The notes of a chord can be rearranged 
to provide a rhythmic accompanim.ent. 
Practice the patterns on page 37. 

a. Transpose to the keys of G and D 

(Write and play) 

b. Practice the variations in 4/4 time 

c. Transpose (play) them in the keys of 
G and D 
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II. Ear Training 

A. Continue finding sounded notes at the key
board and v;riting them on music paper. 
Include bass and treble staves. 

B. Continue playing five-note groups in the 
keys of C, G, and D, after establishing 
the key center 

C. Perceiving Music, Unit One, Exercise five, 

page 6 

III. Review 

A. Theory Worksheet X - Eighth Notes (Clapping 
and writing) 

B. Clough, Part 1, Set 3 - The Whole Tone, 

page 18 

IV. Performance 

A. Scales 
1. Scales C, G, D -̂, ; to be played one 

quarter note •. * Metronome setting 66; 
hands separateJ.y, then together if 
possible 

2. Add the chords after the scale is 

played well 

a. Play the C scale 

b. Play the tonic chord and inversions 

c. Play the subdominant chords and 
inversions 

d. Play the dominant chord and 
inversions 

e. Transpose to G, D 

B. Pieces 

1. Review pieces 

2. Continue with new m.aterial 
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V. Words to remember 

tonic 
super tonic 
mediant 
figured bass 
cadence 
sub-dominant 
dominant 
sub-m.ediant 
thorough bass 
leading tone 
triad 
inversion 
fundamental 
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Songs with Easy: Accompaniment-^ 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

â  Fermata - pause - hold, adds to the 
rhythmic value of the piece 

b. The line under or over a note has 
two accepted meanings 

(1) A slight emphasis or weight 

(2) Portato (carried) - a manner of 
performance halfway between 
staccato and legato^ - (carry 
the sound for the full value 
of the note, then release 
before the next note or rest) 

2. Rhythm - the dotted eighth followed by 
the sixteenth note 

3. Supplementary material 

a* The All American Song Book, pages 
17, 28,'42 (melody and chords 
only) 

b- Solo Book I, pages 21, 28, 30 

B. Procedure, specific 

1* German Folk Song I 

a. Key: C 

b. Time signature: 3/4 

c. Tempo indication: Andante 

Is-M, p. 38. 

^Willi Apel, Harvard Dictionary of Music . 
(Cambridge: Harvard University Press7l9Sl), p. 595. 
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d. Dynamics: mf 

e. Chords: I, Vt̂  

2» Rig-a-Jig-Jig 

a. Key: C 

b. Time signature: 6/8 

c. Tempo indication: Allegro 

d. Dynamics: ? 

e. Chords: I, V^ (one variation) 

3. Twinkle, Twinkle 

a. Key: C 

b. Time signature: 4/4 

c. Tempo indication: Allegro 

d. Dynam.ics: ? 

e. Chords: I, IV4, Vj 

4. German Folk Dan^e 11 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication: Allegro 

d. Dynamics: p 

e. Chords: I, II5, ? 

5« Hickory Dickory Dock 

a. Key: G 

b. Tim.e signature: 6/8 

c. Tempo indication: Allegro 

d. Dynamics: ? 

e. Chords: I, IV4, V^ 
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6. French Folk Song 

a. Key: D (C# is new sharp) 

b. Time signature: 3/4 

c. Tempo indication: Moderato 

d. Dynamics: mf, cresc. to f, 
decresc. to p 

e. Chords: I, IV, V 
(Chords are "broken," or played 
one note at a time) 

7. Columbiana 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication: Allegro 

d. Dynamics: ? 

e. Chords: I, V^ 

II. Ear Training 

A. Using the entire treble and bass staves, 
sound notes, have student find on key
board and write 

B. Establish key center in C, G, or D 
Play five note groups within the octave 
Have student sing, then write on music 
paper 

C. Perceiving Music, Unit one. Exercises six, 

seven, page 6 

III. Review - Theory 

A. Theory V/orksheet XI, Curved Lines and Dots 

B. Clough, Part I, Set 4 - The Major Scale, 
page 22 
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IV. Performance 

A. Testing is to be done according to the 

chart. Appendix I. 

B. Include scales C, G, and D in the 

testing 

V. Words to remember 

fermata 
por ta to 
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The Pedals-̂  

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. V/ord list for review^ 

a. Terms - steady tempo 

lento slowly 
adagio slowly, at ease 
andante moderately slow (walking) 
moderato moderately 
allegro quickly (happily) 
presto very fast 

b. Terms - gradual change 

rltardando (rit.) gradually slower 
accelerando (accel.)gradually faster 

c. Dynamic marks - definite 

pianissimo (pp) very soft 
piano (p) soft 
raezzopiano (mp) medium soft 
mezzoforte (mf) medium loud 
forte (f) loud 
fortissimo (ff) very loud 

d. Dynamic marks - gradual 

crescendo (cresc.) gradually 
louder 

decrescendo (decresc.) gradually 
less loud 

diminuendo (dim.) gradually softer 

2. The Pedals, Chapter 12 

a« Damper pedal 

(1) Located at the right 
(2) Played with right foot, heel 

remains on floor 

Is.M., p. 42. 

^Definitions are from textbook. 
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(3) Sign for pedaling is long line 
under passage to be connected 
I I 

(4) Used to sustain tone 

b. Soft pedal 

(1) Una corda means to use the pedal 
at the left with the left foot 
to produce one ̂ tri_ng 

(2) Tre corde means to release the 
soft pedal and return to the 
three string soujad 

c« Spstenuto pedal 

(1) Middle pedal on some pianos 

(2) Used to sustain only one tone, 
or a particular group of tones 

d. Special uses of the damper pedal 

(1) To vary tone color 

(2) To make piano more resonant 

(3) To connect and blend tones of 
same harmony 

(4) To connect tones of different 
harmony without blurring 

e . Kinds of pedaling 

(1) Rhythmic or accent pedaling 

Depress and r e l e a s e in 
rhythm 

(2) Syncopated pedaling 

Depress after playing, before 
souTid is gone 

Release after playing next 
harmony before blurring occurs 
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B. Procedure, specific 

1. Pedal Study One 

a* Block the C chords, beginning one 
octave lower than the previous 
lesson 

b. Play the notes separately making 
broken chords 

c. Add pedal, hold, and listen to harp

like sound 

2. Pedal Study Two 

a. Play chords without pedal, right hand 
then left 

b. Play chords carefully following pedal 
markings 

c. Listen for blurring and for gaps in 

sound 

3. Pedal Study Three 

Follow instructions for Pedal Study Two 

4. Pedal Study Four 

a. Play octave on first count 

b. Use pedal on second count while still 
holding octave 

c. Play next octave on the count of one 
and release pedal 

d. Use pedal again on count of two while 
still holding octave 

5. Concerto in Chords'̂  (David Carr Glover) 

a. Key: C 

b. Time signature: 4/4 

c. Tempo indications: With movement 

''•Second piano part available. 
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d. Dynamics: mf, f, mf, f, mf, f, mf, 
p, mf, f, mf, f, mf, f, 
mf, mp, ff, f, ff 

e. Chords: C - I, IV, V 

cm, fm 

6, Loop the Loop-̂  (Mark Nevin) 

a. Key: C - Am - C 

b. Time signature: 3/4 

c. Form - Ternary 

II. Ear Training 

A. Using The All American Song Book, or other 
song book, have students sing from sight 
short passages 

B. Perceiving Music, Unit two, Exercise three, 
pageT 

III. Reviev; 

A. Scale writing - V/rite, without key signa
ture, on both staves in half notes, one 
octave ascending and descending, all the 
sharp scales. Place sharps where they 
are needed in the scales. Mark both whole 
and half steps. Add the key signature at 
the end of the scale 

Note: The sharp scales should be written 
many times in order to develop speed and 
understanding. 

B. Theory V/orksheet XIII - More New Notes 

C. Clough, Part 2, Set 5, Intervals - General 

names, page 29 

IV. Performance 

A. Scale playing 

B. Pieces 

Isecond piano part available. 
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In addition to the pedal studies, several 
pieces should be in progress at this 
time, especially Concerto in Chords 

C. Review all pieces selected to present for 
the adjudicator 

V. Words to remember 

damper pedal 
soft pedal 
sostenuto 
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CHAPTER IV 

PRACTICE MAKES PERFECT^ 

Preparation for the final recital of the year, 

for the performance test for the adjudicator, and for the 

comprehensive theory test should be under way at this 

time. Scales which were previously one octave will be 

extended to two octaves and played in both parallel and 

contrary motion. The E and B scales may be added at this 

time and played in parallel motion. The student should 

study at least one piece in a minor key and its scale 

and chords as well. 

The minimum practice time allowable by the high 

school in Plainview is two hours per week. The preferred 

time is at least one hour each day and with this in mind 

a practice schedule is included in the section on "Prac

tice Suggestions." For more than one hour of practice, 

the time suggested is simply doubled. For a half hour 

practice session, each division may be halved, or the hour 

plan followed using two days - one day for scales and ex

ercises, and one for pieces. Whatever the plan, the most 

important factor is the development of musicianship. 

^S-M, p. 44. 
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It is difficult to establish a regular time to 

practice. As busy as high school students are, this is 

hard to do. The most desirable time is early in the 

morning before school activities begin, when the mind 

is rested, even a short practice time can produce bene

ficial results. The least desirable time to practice is 

at the close of a busy school day, with the responsibili

ties of the following day unresolved and waiting for 

attention, the favorite television programs scheduled, 

and friends waiting. It is a good plan to have a class 

discussion on finding time to practice, since all the 

students share this problem. 

In order to prepare for the final judging, each 

class lesson for the rest of the year should be a judging 

experience. The students may be presented the same type 

of performance test sheet that has been used as a basis 

for their grading throughout the year, and asked to grade 

the other students in the class. Even though they know 

they are to be graded on their ability to evaluate the 

performance of others, the playing suffers from this crit

icism from a new source. The comments are very enlighten

ing, proving that in the class situation the ability to 

listen intelligently is one of the most rewarding results. 

Try for a new judging experience each week - guests, even 

small children from the other classes, parents or any 

different person can create a tension. Soon the perform

ance will go as smoothly in one situation as another. 
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If there is one student in the class who can play 

music of greater difficulty than the others, it is a fine 

experience for them to hear him, and an inspiration as 

well. If he can play the Clementi Sonatina, then very 

likely every member of the class will manage to learn to 

play it, especially if they know it is part of the work 

for next yeari It is always a good idea to have students 

playing as many different pieces individually as possible. 

There is usually a favorite piece, and before long it is 

prepared by the others as a surprise. 

If it is possible to do so, the next chapter, 

"Making Music," should be completed before the end of the 

year, especially the sub-chapter on "Four-Part Playing." 

Almost all hymns, Christmas carols, and patriotic songs 

are written in this form, and these are the songs that the 

students will need to know for playing the piano in church, 

and for other community activities. 
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H Major Scale, Chords and Pieces; 

p 
Scale Review 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

£̂» Ea Capo, or D. C , from the beginning 

»̂ Fine, end of piece 

c- Al fine, to the end 

2. Supplementary Material^ 

a» Lavender's Blue (page 5) 

t» Mocking, Bird (page 7) 

c* Go Tell Aunt Rodie (page 12) 

<̂» Good By^, Old Paint (page 15) 

B. Procedure, specific 

1. F Major Scale 

a. Notation 

(1) The half step between the third 
and fourth notes of the major 
scale (A and B) requires lower
ing B to Bb 

In which scale would it have been 
correct to use A and A#? 

V/hat name is given to Bb and A#? 

(2) F is the subdominant of C and is 

-̂ -S-M, p. 44. 

^S-M, p. 45. 

•'̂ Goldberger, oĵ . cit 
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to be found two ways: by 
counting u^ 4 tones from C, 
or by counting down 5 tones, 
becoming the lov/er dominant 

b. Fingering 

(1) Right Hand 1,2,3,4,1,2,3,4 
(notice changes) 

(2) Left Hand 5,4,3,2,1,3,2,1 (same 
fingering as other scales) 

c. Chords 

V/rite the chords in the space in the 
text 

Play the chords 

2* Walking 

a. Key: F 

b. Time signature: 2/4 

c. Tempo indications: Andante 

d. Dynamics: ? 

e. Chords: I, Vj 

3. Lullaby 

a. Key: F 

b. Time signature: 6/8 

c. Tempo indication: Adagio 

d. Dynamics: pp, p 

e . Chords: I , V^, broken 

4 . S.tiicljz in F (Johan Berens - I826-I88O) 

a. Key: F 

b. Time signature: 6/8 

c. Tempo indication: Allegro 

d. Dynamics; ? 

- -̂ hords: I, V, V^ (broken) 
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5» Scale Review*̂  

a. Contrary motion 

(1) Both thumbs begin on keynote 

(2) Hands move in opposite direction 

(3) Fingering for both hands is the 

same 

b. Parallel motion 

(1) Hands are an octave apart 

(2) Begin with thumb in right, 

fifth in left 

(3) Hands move in the same direction 

c. Practice playing the scales both ways 

6. New scales - A, E, B (S-M, page 127) 

II. Ear Training 

A. Test on previous ear training 

B. Perceiying Music, Unit 2, Exercises 1, and 
2, page 7 

III. Review - Test 
A. Theory Worksheet XII - Some More Signs and 

Italian V/ords (Test on theory paper in
cludes all previous material) 

B. All previous word lists 

IV. Performance 

A. Scales and Chords 

B. Selected memory program review 

V. V/ords to remember 

Da capo, D. C. 
fine 
al fine 

^S-M, p. 46. 
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Practice Suggestions'^ 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Regular schedule 

2. Definite plan 

3. Analyze before playing 

4. Mark mistakes as you make them 

5. Practice in sections 

6. Slow practice; increase speed gradually 

7. Isolate troublesome spots; practice 
slowly, hands separately 

8. Play memorized pieces, new material for 

sight-reading" 

B. Procedure, specific 

1. Time - One hour daily, five hours weekly 

2. Practice plan 
a. Scales 

Chords and cadences 
Arpeggios 

b. Piece designatedpas 
study or etude"̂  

New etude 

c. Recital piece,memory 

(in progress) 

d. New piece 

e. Review of familiar 
pieces 

15 minutes 

15 minutes 

10 minutes 

10 minutes 

10 minutes 

problems 

•••S-M, p. 48. 

"Many compositions are useful in solving technical 
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3. Meraoryl 

a. Analysis 

Be able to remember the key, chord 
structure, time signature, tempo 
indications, dynamics, melody and 
rhythm patterns, speed of piece, 
and mood or sound indicated 

b. Starting place on keyboard 

c. Starting place in piece (first mea
sure of section as above, or last 
measure of section) then practice 
slowly, one measure at a time 

d. Combine measures into units, with 
careful use of pedal, tone, 
dynamics 

e. V/hen technical problems are solved 
and the piece learned by memory, 
it is set aside for several weeks 
to "ripen" before the polish pre
ceding performance 

f. Memory checks 

(1) Play at a much slower tempo 

(2) Try to write music from memory 

(3) Try playing blindfolded 
p 

4. Practice record 

a. Required for high school credit 

b. Basis of com-parison with previous 
work and with other students 

c. Basis of proof for grading, for 
ability of student to perform 
well or not 

d. As a check for teacher, students, 
parents 

iFor those with special memory problems, the 
chart (Appendix H) may be helpful. 

^See Practice Record chart. Appendix F. 
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Three Minuets! 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

2̂» Minuet, stately dance in triple time 

*̂ Motive, meaningful fragment 

c* Phrase, sometimes larger than a motive 
and may contain more than one motive 
or one motive and an enlargement 
passage 

d. Periody usually consists of two 
phrases making a natural division 
in the melody 

6- Cadence, the closing of a section of 
music or of a composition 

(1) Produces the effect and feeling 
of finish (perfect au-yientic 
cadence, V or Vn to I) 

(2) Marks transition from one phrase 
to another (half cadence,I to V) 

(3) Deceptive cadence, V to VI, anoth
er transition cadence 

(4) Plagal cadence, IV to I, an ending 
cadence much used in hymns -
sometimes called the "Amen" 
cadence 

f* Phrasing, performing a phrase in an 
understandable manner 

g« Binary form, a composition of two 
approximately evenly divided sec
tions 

^' Allegretto, a little slower than 
allegro 

^S-M, p. 49. 
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i» Triplet, three notes to be per
formed in place of two 

5* Classical music (1750-1820), a 
styi'e "of"'music 

î« AM.?Ilf_î lo, a little slower than 
andante 

2. Supplementary Material 

a. Bach-Spencer, Four Courtly Dances 
2 Pianos, 4 Hands 
(Second piano arranged to accom
pany original Bach dances) 

" b. Ada Richter, You Can Play the P.iano 
Book II can be added v/ith this 
chapter 

c. Zeitlin-Goldberger, Solo. Book I 
A Little Rondo, page 26 
The First Minuet, page 31 

B. Procedure, specific 

1. Minuet (J. S. Bach, from Anna Magda-
leha's Notebook, 1725) 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication: Allegretto 

d. Dynamics: A section: mf 

B section: p, cresc. f, 

p, cresc, mf 

e. Form: Binary 

f. Cadences: authentic cadences at 
double bars, half cadences at half
way point of each part 

g. Phrasing: Note motive, phrases 
periods 
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2» Minuet (Wolfgang Araadeus Mozart, 
17"5S-1791) 

a. Key: F (Section B touches on G 

minor) 

b. Time signature: 3/4 

c. Tempo indication: Allegretto 
d. Dynamics; p, decresc, cresc, 

decresc, p, decresc, mf, 
decresc, p, decresc 

e. Form: Ternary 

f. Cadences: V, I; I, V; V, I; 
V, VI, V, I 

g. Phrasing: Period is one phrase of 
three motives plus finish measure 

3. Minuet (Leopold Mozart, I719-I787, 
Nannerl's Notebook) 

a. Key: F 

b. Time signature: 3/4 

c Tempo indication: Andantino 

d. Dynamics: mf 

e. Form: Binary or ternary? 

f. Cadences: Authentic 

g. Phrasing: Motive becomes phrase 
First period has four phrase-
motives 

II. Ear Training 

A. Using two octaves above and two octaves 
below Middle C, student should be able to 
find any sounded note on the l:eyboard and 
write it on manuscript paper 

B. Student should sing then v;rite five note 
groups including sharps within any key 
studies with skips no greater than a 
third within the octave 

G« Perceiving Mus_ic, Unit 2, Exercises 4-5, 
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D. Clough, Part 2, Set 6, 2nds, 3rds, 6ths, 
7ths (1), page 37 

III. Review 

A. Theory V/orksheet XIV - Upbeats 

B. Continue wr i t ing sca le s according to 

d i r e c t i o n s given l a s t week 

C. V/ord l i s t - review a l l 

TV. Performance 

A. Scale and chord playing 

C, G, D, A, E, B, F 

B. P ieces and Etudes 
Review program to be played for 

adjudica tor 

V. V/ords to remember 

minuet binary form 
period c l a s s i c a l music 
decept ive phrase 
phras ing au thent ic per fec t 
t r i p l e t half cadence 
motive a l l e g r e t t o 
cadence andantino 
p l aga l 



CHAPTER V 

MAKING MUSIC^ 

The student by this time has covered the basic 

fundamentals of music, has increased his vocabulary by 

more than one hundred words, has developed a degree of 

sight-reading proficiency, has memorized and performed 

many pieces, has worked effectively in a class situation, 

and has increased his knowledge of music literature 

through listening in class and at concerts. Hopefully, 

he has been inspired to add to his knowledge by reading 

and listening to recordings outside of class. 

It is obvious, however, that the student has far 

from completed his musical education. There is still 

much to be done in the textbook, and there is a wealth 

of other music literature to be explored. The student 

should be made to understand that his work and pleasure 

have just begun. 

Of great importance at this time is the presenta

tion of material that the high school student likes to 

hear, be it folk music or popular music. The ability to 

play one or two of the currently asked-for tunes will ele

vate him in the opinions of his peers, and usually will . 

carry him well into the next year of study. The intricate 

rhythms, the new harmonies, and the exacting tempo will 

prove to him that there is much to be done before he is 

able to play this type of music well. 

Is-M, p. 63. 
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There is no place for musical snobbery in the 

teaching of beginning piano to high school students. 

If students are taught without prejudice, their judgment 

may be led to tolerate, or even to prefer, better music. 

The instructions for the teaching of the next 

three divisions are complete. The primary objectives 

are to play, and play some more, and to play well. The 

major objective now is to Make Music! 

-'"Experience has shown that people whose previous 
musical knowledge had been limited to country songs with 
guitar accompaniment, were delighted with the Bach Chor
ales (S-M, p. 10). 
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Four Studies 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

a. First and second endings: 
Play to the repeat sign. 
Play again then skip first ending 

When repeating from D. C. al Fine, 
the second ending only is used 

«̂ Dal segno al Fine (D. S. al Fine), 
means from the sign, :S: to the end 

c» Maelzel, inventor of the metronome, 
about 1816 

»̂ Metronome, a clocklike instrument for 
keeping the beat steady in music 

e. M. M. followed by a note and a nuinber 
is the setting for speed to be used 
in a particular composition. (M.M. 
J = 60 - metronome setting is 60, 
a half note gets the beat) 

f. M.M. ol- 60-120 does not mean that the 
piece would begin Y;ith one half note 
playing each second, and would end 
twice as fast; it does mean play 
faster as progress is made, but 
steadily within the speed 

2. Supplementary Material 

a. Z-G, Etude Book I, Study I 

b. Hanon Exercises 

Note: The purpose of adding Hanon 
Exercises at this time is two-fold; 
first, to improve facility; second, 
to move away from the middle of the 
keyboard. 

Is-M, p. 63. 
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c studies in Chapter 9 may be played 
in sequence of several octaves by 
continuing up the keyboard instead 
of ending after one octave 

B. Procedure, specific 

1« Study One (Albert Loeschorn, I8l9-1905) 

a. Key: C 

b. Time signature: 4/2 

c Tempo indication:d ~ 60-120 

d. Fingering; 4,1,3,5, sequence finger
ing, R.H. For practice, continue 
sequence to the top of the key
board instead of changing in meas
ure three 

e. Practice well at M.M.60 before 
attempting to increase speed 

2* Study Two (Loeschorn) i 
r 

a. Key: C \ 
< 
r 

b. Time signature: 4/2 \ 
i 

c. Tempo indication;d- 60-120 
d. Practice suggestions 

(1) In measures 2, 4, 6, 8 watch for 
a R.H. hammer-like action. Try to 
have student play thumb as a fin
ger, an up-down motion while hand 
remains quiet. (Try fingering with 
1,2,1,2 in these measures) 

(2) In bass, have a review of ledger 
lines and spaces 

(3) In bass measure two, try a se
quence continuing down the key
board 

3. _Study _Three (Loeschorn) 

a. Key: F 

b. Time signature: 2/4 
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c. Tempo indication: J - 60-120 

d. Practice suggestions 

(1) Hands separately (note expan

sion R.H.) 

(2) Evenness in bass line 

(3) Phrasing 

4- Study Four (Loeschorn) 
a. Key: A minor 

b. Time signature: 4/4 

c Tempo indication; M.M. J= 60-120 

d. Practice suggestions: 

(1) Right hand alone, making sequence 
to the top of the keyboard 

(2) Left hand alone, making sequence | 
several octaves p 

c 

(3) Hands together, M.M. ĉ  = 60 ! 
! 

(4) V/hen learned well, change to a I 
quarter note at 60, later the 
half note. Increase metronome 
setting only when well played at 
this tempo (watch accents) 

II. Ear Training 

A. Follow instructions in previous chapter 

B. Continue singing five-note groups. Add 
more sight-singing 

C* Perceiving Music, Unit 3, Exercise 1, 
page 9 

III. Review 

A. Theory V/orksheet XV - Review and test 

B. Scale and chord writing 

C. Clough, Part 2, Set 7, 2nds, 3rds5 6ths, 
7ths (2), page 42 
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IV. Performance 

A. Scale playing - include A minor"̂  

B. Pieces and etudes as assigned, stressing 

memory work 

V. Words to remember 

dal segno al fine (D. S. al fine) 
Maelzel 
metronome 
M.M. d = 60 

I3-M, p. 54. 
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Fo.ur-Part Playln^l 

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Definitions 

«̂ Choral music, usually four voices 

(1) Soprano (J) 

(2) Alto (|°) 

(3) Tenor (d) 

(4) Bass (p) 

Notice direction of stems for 
each voice 

b. Syncopation 

Is-M, p. 65. 

^Apel, op. cit., p. 301. 

(1) V/hen tone is sounded on unaccented : 
beat and usually holds through ^ 
the accented beat s 

f. 
(2) V/hen a tone begins after the beat i 

and holds through the next beat 

(3) By accenting a beat not usually 
accented 

(4) By placing a rest where an accent 
would ordinarily be placed 

Remember V/histlin.e Tune in 
Chapter 2? 

c« Grave, in a serious manner, usually 
slow, solemn^ 

»̂ Doloroso, sorrowful 

^» QPH Tenerezza, with tenderness 
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2. Rhythm 

a» Simple, two or three beats per 
measure, one accent 

t>« Compound, four or six beats per 
measure, two accents 

3. Supplementary Material 

^« ThQ A H American Song Book 
Tchristmas Songs) 

b. Z-G, Etude Book I, Study Number 12, 
Study number I6 

c. Otto Meissner, Six Christmas Carols 

(FitzSimmons) 

B. Procedure, specific 

1. Rhythm 

a. Practice conducting 3/x time 
t>- The All American Song Book, page 85, 

3/2 time 

c. Minuets, pages, 50, 5l, 52, and 53 

2« Swing Low, Sweet Chariot 

a. Key: F 

b. Time signature: 4/4 

c. Tempo indication; Grave 

d. Dynamics: ? 

e. Performance suggestions 

(1) Understanding the rhythm is most 
important - clap melody line, 
then tap with right hand while 
tapping regular beat of 1,2,3,4 
in left 

(2) Teacher may play part of leader 
while students play chorus 

1 
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(3) Students may play part of leader 
while teacher or other students 
play part of chorus 

(4) When playing chorus, watch fin
gering, use pedaling as marked, 
and make all voices sound at 
the same time 

3̂  Nobody Knows the Troubles I've Seen 

a. Key: G 

b. Time signature: 4/4 

c. Tempo indication: Doloroso 

d. Dynamics: ? 

e. Performance suggestions 

(1) Tap and clap as in preceding 
suggestions 

(2) Perform as suggested above 

4. Silent Night (Franz Gruber, I789-I863) 

a. Key: C 

b. Time signature: 6/8 

c. Tempo indication: Andantino 

d. Dynamics: pp, p, mf, f, p 

e. Performance suggestions as above 

(1) In measure 9, the left hand plays 
the alto note when the soprano 
moves more than an octave from it 

(2) In measure 11, the dotted quarter 
notes in the alto voice would be 
held if sung, but are released to 
be sounded again if played on the 
piano 

i IE 
11 ;i 
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5« Away in a Manger 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication; Con Tenerezza 

d. Dynamics: p 

e. Performance suggestions 

(1) Clap and tap, carefully observ
ing dotted eighth notes 

(2) Play hands separately with 
correct fingering and rhythm 

(3) Play hands together 

II. Ear Training 

A. Perceiving Music, Unit 3, Exercises 2-3, 

page 9 - Rhythm 

B. Sight-singing from All American Song Book 

III. Review 

A. Scale and chord writing 

B. Clough, Part 2, Set 8, Construction of 

Intervals, page 46 ' • 

rv. Performance test 

A. Test scale playing 

B. Memory work 

C. Pieces in progress 

V. Words to remember 
choral music doloroso 
tenor compound rhythm 
grave alto 
simple rhythm syncopation 
soprano con tenerezza 
bass 
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Five Pieces-̂  

I. New Material and Development of Keyboard 
Skills 

A. Procedure, general 

1. Analyze the five pieces in this chapter 

2. Select only one for concentrated study, 

or a separate one for each student 

3. Supplementary Material 

-̂ Study No. I, Burgmueller 
Note: Arrangements for second piano 
by Butler are available from Boston 
Music Company 

b. Zeitlin-Goldberger, Solo Book I 

•(1) Four Seasons, Turk 

(2) Theme and Variations, Kuhl 

B. Procedure, specific 

1- Minuet in G (Leopold Mozart, 1719-1787) 

a. Key: G 

b. Time signature; 3/4 

c Tempo indication; Allegro 

d. Dynamics: p, p, cresc, decresc, p 

mf, p, p, mf 

e. Form; binary 

f. Cadences: Authentic and half 
cadences 

2* Ecossaise (Ludwig van Beethoven, 1770-
1827) 

a. Key: G 

b. Time signature; 2/4 

•^rt \^ ^ Cr\ 
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c. Tempo indication: Allegretto 

d. Dynamics: mf 

f, mf 

e. Form: ternary 

f. Study phrasing 

g. Locate cadences 

h. Practice suggestions: 

(1) While playing staccato in the 
right, the left should hold 
longer even though the chords 
are to be repeated 

(2) Make sixteenth notes even 

(3) Observe accents 

3. Little Study (Robert Schumann, I8l0-

1856) 

a. Key: G 

b. Time signature; 6/8 

c. Tempo indication: Moderato 

d. Dynamics: p 

e. Form: binary 
f. Practice suggestions: V/ork for even 

tone, and even transition between 
the hands 

4. Soldier's March (Robert Schumann, 1810-
"" 1856) 

a. Key: G 

b. Time signature: 2/4 

c Tempo indication; Allegro 

d. Dynamics: f; f,p,f,p; f 

e. Form: ternary 
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f. Practice suggestions: 

(1) Before playing be sure that the 
rhythm is understood and can 
be clapped 

(2) Observe rests 

5» On the Promenade 

a. Key: G 

b. Time signature: 3/4 

c. Tempo indication: Allegro 

d. Dynamics: ? 

e. Form: ternary 

f. Practice suggestions: 

(1) Play melody line alone (treble, 
stems going up) before adding 
accompanying part of treble 

(2) Melody should be a little more 
pronounced than chords 

II. Ear Training 

^* Perceiving Music, Unit 3, Exercises 4-5, 
page rOT̂  Melody, Rhythm 

B. Sight-singing from All American Song Book 

III. Review 

A. Scale and chord v^riting 

B. Testing of knowledge of in te rva l s 

C. Clough, Part 2, Set 9, Primes, 4 ths , 5ths, 

and octaves, page 50 

IV. Words to remember 

Ecossaise 

M l • . • 
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APPENDIX A: TtlE GRAINID STAFF 

Confusing, i s n ' t i t ? 
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APPENDIX B; THE GRAIID STAFF ( in a more micaningful form) 

C - T " 

The middle line of the Grand Staff corresponds 
with Middle C on the keyboard. A special clef, or 
symbol, designates Middle C, therefore it is called the 
C Clef. Five lines with C in the middle become the staff 
for the alto clef. The viola uses this clef. 

The two top lines of the staff for the alto clef 
are part of another staff where G is the important note. 
The symbol which denotes the G clef is also called the 
treble clef, because it is used by high voices, instru
ments such as the violin, and the high portion of the 
keyboard. 

The lower two lines of the staff for the alto clef 
are part of the lower, or bass, clef. The important note 
is F, therefore the bass clef is also called the F clef. 
This clef is used by the tuba, string bass, men with deep 
voices, and the lower part of the keyboard. 
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APPENDIX D: FINGERING CHART FOR ALL MAJOR AND HARMONIC 
MINOR SCALES WHICH BEGIN ON THE WHITE KEYS 

K * K * K 
R. H. 1 2 3 1 2 3 4 1 2 3 1 2 3 4 5 

) . . ) . . ) 

) ' X ' ) • X ' ) 
) * « « ) * t I ) 

L. H. 5 4 3 2 1 3 2 1 4 3 2 1 3 2 1 

*Fourth fingers play only one time within 
the octave - next to the keynote 

)First fingers play together on all inside 
keynotes and may also be used at the 
beginning and at the end instead of 
fifth fingers 

XFirst fingers do not play together within 
the octave 

'Thirds play together 

K - Keynote 

Exceptions: 

B Major: L. H. 4 3 2 1 4 3 2 1 3 2 1 4 3 2 1 
(also Cb) 

F Major: R. H. 1 2 3 4 1 2 3 1 2 3 4 1 2 3 4 

Parallel Harmonic Minor; Lower third and sixth 
tones of the major scale one half step. 
Fingering remains the same. 
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APPENDIX E: TOPICS FOR HISTORICAL REPORTS 

Joseph Haydn and his Sense of Humor 

Stephen Foster 

Sir Joseph Barnby 

J. Baptist Calkin 

The Chorale 

The Folk Song 

The Baroque Period 

The Harpsichord 

Origin of the Piano 

Why C for 4/4 Time? 

The Minuet, Dance Sensation of the Day 

Classical Music, a Description 

Johann Sebastian Bach 

V/olfgang Amadous Mozart 

Silent Night and Franz Gruber 

Ludwig von Beethoven 

Robert Schumann 

Ternary Form in Art, Architecture, Music 

Character Pieces of the 19th and 20th Centuries 

Johannes Brahms 

Johan Berens 

The Modern Sound 

Americans in the Musical World 

Prokofieff, the Musical Brat 
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APPENDIX F: PRACTICE RECORD 

Practice Record of 

Classification 

Term beginning 

Six Week Mon- Tues- V/ednes- Thurs- Fri- Satur-
V/eeks Date day day day day day day Total 

II 

III 

Signature of Parent 

Signature of Teacher 
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APPENDIX G: THEORY REQUIREMHiINTS 

Scale writing: Ability to write, without key signature, 
on both staves in half notes, two octaves ascend
ing and descending, all scales beginning on white 
keys. Place sharps or flats where needed in the 
scale, and mark both whole and half steps. Key 
signature should be added at the end of the 
scale. 

Chord writing: Ability to write I, IV, V chords to each 
of the above scales. 

Ear training; Ability to find on piano, then write on 
staff, any treble note sounded by examiner (from 
A below middle-^C, to C two octaves above middle C, 
or from a to C-̂ ) 

Ability to sing, then write on treble staff, five 
note groups of scale tones all in the same major 
key with skips not larger than thirds and not 
covering more than one octave. (For example; 
1^3.4-2-1; 1-2-4-5-3; 8-6-5-3-5) 

Reference m.aterial used in determining theory require
ments; 

Texas Education Agency, Bulletin 66I, "Applied 
Music in Texas Schools." 

The National Guild of Piano Teachers, "The Guild 
Syllabus, I967." 

The Associated Board of the Royal Schools of 
Music, London, 19̂ 77''Sylla'bus 0^ Examinations." 
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APPENDIX H: SCHEME FOR ORDERLY PRACTICE' 

For 8-measure assignment: 

First day: first measure plus one beat, 
second measure plus one beat 

first and second measures plus one beat 

third measure plus one beat 
second and third measures plus one beat 

fourth measure plus one beat 
third and fourth measures plus one beat 

first, second, third, and fourth 
measures plus one beat 

Second day: fifth measure plus one beat 
sixth measure plus one beat 

fifth and sixth measures plus one beat 

seventh measure plus one beat 
sixth and seventh measures plus one beat 

eighth measure plus one beat 
seventh and eighth measures plus one beat 

fifth, sixth, seventh, and eighth 
measures 

Third day: first four measures, hands separately, 
then together 

second four measures, hands separately, 
then together 

play all of the eight measure section 

Fourth day; new assignment 

Longer passages grouped on the same principle. 

Clarence G. Hamilton, Piano Teaching, Its Prin
ciples and Problems (Philadelphia, Ditson, 1910), p. 22. 
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APPENDIX I: PERFORÎ SANCE TEST 

ACCURACY '. . Value 30 — Student Grade. 

1. Correct Notes 

2. Correct Rests and Time Values 

3. Tempo Indications 

TECHNIC Value 25 — Student Grade 

1. Facility 

2. Touches (Staccato, Legato) 

3. Fingering 

INTERPRETATION Value 30 — Student Grade 

1. Style 

2. Ability to bring out melody (balance) 

3. Musical feeling 

4. Tone Production 

5. Dynamics 

6. Phrasing 

iraiORY Value 10 — Student Grade 

POSTURE (Poise) . . . . Value 5 — Student Grade 

Total Value 100 - Student Grade 
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APPENDIX J: FINAL PERFOmiANCE TEST REQUIREMENTS 

MUSICIANSHIP 

All scales beginning on the white keys 

two octaves both parallel and contrary 

motion, im Major, quarter note rhythm 

M.M. 84 

Harmonic minor parallel only 

Chord s I, IV, V, Vr̂ , I in each of the 

above keys. Major and minor 

SIGHT-READING 

Grade one material as furnished by 

adjudicator 

MEMORY 

Six to ten pieces of the difficulty 

discussed in the course of study 
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APPENDIX K: SUPPLEIVIENTARY BOOKS AND STUDY MATERIAL 

Composer 

Anson, George 
Burgmueller 

Clark, Frances 
Clark, Frances 

Clark, Frances 
Clark, Frances 
Diller-Quaile 
Foy, Jack 
Foy, Jack 
Goldberger, David 
Goldberger, David 
Planon 
Hanon (ed. Zepp) 
Podolsky, Davison, 
And Schaub 

Prokofieff 

Prokofieff 
Quaile 

Quaile 

Siegmeister, Elie 

Stravinsky, 
Soulima 

Stravinsky, 
Soulima 

Streabogh 
Zeitlin and 
Goldberger 

Zeitlin and 
Goldberger 

Zeitlin and 
Goldberger 

Zeitlin and 
Goldberger 

Zepp, Arthur 

Title 

New Directions! 
25 Easy and Progres
sive Studies, Op.100 
Piano Technic I 
Themes from 
Masterworks 

Piano Literature 
Jazz and Blues 
First Solo Book 
Pre-Pops 
Pop Stix p 
The Folk Song Book 
The Folk Song Book II 
The Virtuoso Pianist 
Hanon in All Keys 

The Moving Hand 
Children's Pieces, 
Op. 65 

The Little Pischna 
First Book of Tech
nical Exercises 

Skyscrapers and 
Harps 

American Kaleido--
scope, I and II 

The Five Fingers 

Piano Music for 
Children 

64 Easy Studies 

The Solo Book I 

The Etude Book I 

The Duet Book 

The Sonatina Book 
Lets Get Teclinical 

Source or 
Publisher 

Willis 

G. Schirmer 
Summy-Birchard 

Summy-Birchard 
Summy-Birchard 
Summy-Birchard 
G. Schirmer 
V/illis 
V/illis 
Consolidated 
Consolidated 
V/illis 
Pro-Art 

Boosey & Hawkes 

Kalmus 
Kalmus 

G. Schirmer 

Pro-Art 

Summy 

Kalmus 

Peters 
Kalmus 

Consolidated 

Consolidated 

Consolidated 

Consolidated 
Pro-Art 

iFrom a list, Contcm.pprary American Music, 
compiled by Dr. Thomas Redcay, Department of Music, 
Texas Technological College. 

"Easiest. 
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Composer or 
Editor Title 

Source or 
Publisher 

Ades, Hawley 

Seattle, and 
others 

Beattie, and 
others 

Maddy, Miessner 

Fred Waring Song 
Book 

The Golden Book of 
Favorite Songs 

The Gray Book of 
Favorite Songs 

The American Song 
Book 

Shawnee 

Schmitt, Hall 
& McCreary 

Schmitt, Hall 
& McCreary 

Robbins 

"Twice 55" Community 
Songs Summy-Birchard 
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APPENDIX M; PIANO 1/IETHODS FOR OLDER BEGBIIlERS 

C_omposer Title Publisher 

Aaron, Michael 

Ahern-Blake-
Burrows 

Burrows, Raymond 

Carter, Buena 

Eckstein, Maxwell 
Felt on, V/illiam 
Frost, Bernice 
Oxford Piano 
Course 

Pace, Robert 
Pyle, Plershal 

Richter, Ada 
Schaum, John 
Squire-Mountenay 

Steiner, Eric 
Thompson, John 
V/agness, Bernard 
V/illiams, John 

Adult Course, 
Books I and II 

Adult Explorer at 
the Piano 

Piano Series for the 
Older Beginner 

Beginners Piano 
Method for Older 
Students 

Adult Piano Book 
Grownup Beginners 
Adult at the Piano 

Beginning Book for the 
Older Pupil 

Meet the Piano 
The University Piano 
Series Books I 
and II 

The Older Beginner 
Adult Piano Course 
Class Piano for 
Adult Beginners 

The Senior Approach 
The Adult Beginner 
Adult Piano Course 
Book for Older 
Beginners 

Mills 

Willis 

Robbins 

Summy-Birchard 
Carl Fischer 
Theodore Presser 
Boston Music Co. 

Oxford 
Theodore Presser 

Cam/pus Pub. 
Witmark 
Belwin (Schaum) 

Prentice-Hall 
Belwin 
V/illis 
Rubank 

Bostom Music Co. 
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APPENDIX N; TEACHING AIDS 

Beginner's Set; For Studying (lessons, questions, 
answers) 

For V/riting (music theory) 
For Teaching (flash cards, etc.) 

Boston Music Co. 

Bernstein, Leonard. Young Peoples Concerts. Book and 
five recordings available at Boston Music Co. 

Chords and Inversions. Flash Card Style. 
Boston Music Co. 

Diller Keyboard (with raised black keys) 
Boston Music Co. 

Keyboard Chart (Key Signature Scale Finder and Time 
Signatures) 

Keyboard, Jr. (A Magazine) 1346 Chapel Street, New Haven, 
Connecticut. 

Musical Bingo Boston Music Co. 

Portable Organ (Battery operated) Sears (Toy Dept.) 

School Desk Keyboards (2 octaves, set of 12) 
Boston Music Co. 
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Composer 
or Editor Title 

Source or 
Publisher 

Benner 

Burnam, Edna Mae 

Diller, Angela 

Fissinger 

Kraehenbuehl 

Schaum, John 

Thompson, John 

Zeitlin and 
Goldberger 

Weybright, June 

Theory for Piano 
Students 

Plelp Yourself to 
Harmony, I, II 

First Theory Book 

V/orkbook in Music 
Fundamentals 

Keyboard- Theory I,II 

Keynote Music 
Speller 

Note Speller 
Scale Speller 
Chord Speller 

G. Schirmer 

VJ•^ 7illis 

G. Schirmer 

Surmny-Birchard 

Summy-Birchard 

Schaum 

Willis 

Theory Papers, I, II Consolidated 

Theory Worksheets Belwin 
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