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The Deepest Inner Rewards of Leamning to Play the Piano.
Dr, William Westney (Texas Tech University m<)
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The Deepest Inner Rewards of
Learning to Play the Piano

1. The joys and rewards of music itself:

I was so lucky that my first music lessons were not at the piano! Instead, at the age of 3, I
found myself in a class offering pure musical experience - lively and challenging games that
used the whole body and our young voices but NO instruments and no performance - in other
words, no notes to play right or wrong. I did this for two years before ever having an actual
piano lesson. What [ remember is not only the excitement of learning new things in such a
playful way, and the ease of learning rhythm and harmony when your whole body is involved,
but most especially - the energetic fun of it all, the happy absorption in music-making that made
you forget everything else in life for a few blissful moments. (This was a class in Dalcroze

Eurhythmics - a wonderful way to start out a life’s journey in music.)

Why does anyone play or sing music at any age? I think we are all seeking that very
experience - losing ourselves in the beauty and rhythmic life of music, expressing ourselves,
trusting the moment, forgetting everything else, sharing it with others. Nothing in our musical
education should get in the way of those experiences! And it’s so natural to us - think of the
two-year-olds in your life, the three-year-olds - their love of singing the songs they know, of
bouncing their bodies with joy whenever they hear energetic music. Once upon a time we were

two-year-olds like that, un-self-conscious and free, and so were our piano students.

The Deepest Inner Rewards of Learning to Play the Piano 13



It’s pure fun. Is fun a bad thing? Is fun the opposite of “musically skilled” or “musically
mature” or “expressive” or “stylistically appropriate”? 1 certainly hope not. If it were, I would
have quit the music business years ago. Fun is wonderful to share - and audiences can always
sense when a performer is having fun. Think of one of our greatest living musicians (in every
sense), cellist Yo-Yo Ma. No one could be more revered as an interpreter, yet no one could

radiate more of a sense of joy, connection, and the pure enjoyment that music can offer.

2. Specific rewards of piano:

The piano is tricky to play because it uses two hands to play notes independently - the fact
that we can do this at all is practically a miracle. It challenges and stimulates the brain to high
levels of functioning, and this can bring a lifetime of reward. It is highly beneficial when both

sides of the brain really talk to each other and have to coordinate.

Practicing the piano effectively requires self-honesty, realism, and good abilities as a problem
solver. It is refreshing, not frustrating, when we learn to practice well - it means we learn to get
our egos out of the way and accept/deeply notice things as they are, without the suffering of
labeling them as good or bad. Good practicing leads to breakthroughs, which are always exciting

and inspiring in our lives.
In order to enjoy these wonderful rewards of a lifetime of musical activity and achievement,

we need to make sure that conflicts and obstacles are removed, so our natural musicality and our

natural ability can shine. This will be the focus of the other presentations today.
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Dr, William Westney (Texas Tech University m<)
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Healthy Piano Playing:
Big, Bold and Beautiful

[ think it’s of great importance that piano playing always be physically “healthy.” By
“healthy” I mean free of harmful tension, and using the whole body in an agreeable way. Many
people find this easier to do, and just feel a lot more comfortable, when they are playing forte

than when they are trying to play very softly. Quiet dynamics can be a real problem for students

at any level of their pianistic learning.

How does this problem manifest itself?
(1) Soft notes lack quality when compared to louder ones - they sound thin and colorless.
(2) Sometimes the quietest notes don’t even make a sound at all. Very frustrating! This can

be true even for players at very advanced levels

(3) Surprising shakiness in performance (like in the “quiet left hand” during the second theme

of a sonata)

(4) Tension in the shoulders and elsewhere from retreating from the keys and hovering over

them too much

(5) General feeling the playing is not as much fun as it once was
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(On the other hand, a student who has figured this out, and knows how to make a rich,
beautiful, projected, rounded tone at every dynamic level will feel confident and will make a
lovely impact in an audition or contest. Even intermediate students can do this, and they will

love the piano even more!)

What makes the problem worse is that dynamics are one of the easiest things to point out -
both for teachers and judges. We always seem to want more “dynamic contrast™ - I see this with

college students who are just starting out to be teachers, for example.

Dynamic contrast, of course, is supposed to make things “musical” - but beautiful consistent
tone would actually make things much more musical - and would give an impression of true
artistry. Dynamics are not meant to be understood in such a literal sense of “loud” and “soft”

anyway!

Think of studying voice, or violin, (or a sport like tennis!) and what would happen if we
focused so pervasively on dynamic contrast in the early stages of developing our skills. That
would be quite frustrating. Instead, we tend to do the right thing in voice, violin or tennis - play
everything at first in an enthusiastic, healthy way, so we can really get the feel of it in our
whole body - only later do we worry about controlling things in a more refined manner. But for

some reason, we don’t always follow this common sense at the piano.

It starts early - as | remember from my childhood. We focused so much on results - how
things were supposed to sound. For example, staccato meant “very short” - but we never really
talked about how to play a staccato note - with what physical movement? Do you start on the
key or above the key? Do you use your whole arm, or just flick your finger? All we talked
about was the resulting sound, but not about how to do it. Similarly, piano meant “much softer”
- but how? It never occurred to me to ask. All I knew to do was to sort of “play less”. I would
just pull back from the notes, not play them as thoroughly. I didn’t like it very much, didn’t like

how it felt, although 1 could certainly understand why the music required it.
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When I ask graduate students how they practice their repertoire, they usually say that they try
to achieve the most exquisitely refined result every day - they just play very, very slowly and

deliberately in order to do so. They are always trying to get the voicing and dynamics just right.

And (as they often admit) the outcome of that sort of practice tends to be quite unsatisfying

and frustrating, with lots of physical tension.

What do I mean by “healthy practicing?” My eyes were opened by the teacher I went to at
the age of 17 - Leopold Mittman - who had studied in Poland in a line of teachers that goes
back directly to Chopin. Now for the first time I had an idea of what to aim for in practicing,
and he helped me understand how very different practicing should be from performing. His idea
was to “make a full commitment” to every note (regardless of its dynamic). Now I tell my
students: the most important question to ask yourself every day in the practice room is simply

“How can everything feel great?”

As a young student I never really knew how to practice the “easy parts.” (And as we know,
a lot of our mistakes on stage happen in the “easy parts”!) The concept of “healthy playing” was
not really in my mind. The only time I would focus on the physical aspect, or think of myself
as a kind of athlete, was when there was a problem - when I experienced strain, tension, or
fatigue. (This is reminiscent of our general approach to health and well-being. Do we only think
about our health and our physical state when there is a problem? Or do we learn how to

promote and support well-being every day, in order to prevent problems?)

The body likes to perform big, generous gestures - they feel good, they have amplitude and
flow. We can do them all day without tension or fatigue. Think of dancing, tennis, golf, etc.

They can’t be done in a “partial” way.

It is refreshing, and effective, when we just set out to accomplish one thing at a time in the
practice room, instead of trying to do lots of things correctly all at once. This will be illustrated

at the keyboard.
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Hd Celebration Scries PerspectivesOl] 28 AUt B27h BEHT: Ame Crosby
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Celebration Series PerspectivesO]] $=¥ 7jutt X7} TS5t Linda Niamath
O[St} (StMichEm etcyste)
Celebration Series PerspectivesO]] $=¥ 7jutt X7} F5 STt Jean Coulthard
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stE)
A2 B 0J2(Schenkerian Theory) ST - W. A. Mozart Piano Sonata K.331 A|12}%+e FHo2 -
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I Xt ™FE: Christine Donkin

. ME

Y Z1(C. Donkin, 1976- )& AUt 229 A7 A A vlofe WAL B oy}
Hhol & WA}, 27} F29 AR SuFEotlA ZHA FEsta
Atk 2 e FF, Ao}, eA2ER} AES BRI S EY wES 9T Fobx, ut
o] &d, fEHolA AEE A
B A wsg YAlED 9 JiQl FHOIANE Faf ot wALS} ShEAto A
& wr A 9 g5 S Akt a7 A5 g AFEFE As)stie Fo)
wWEstAl gl A=7t2 A A dgsta Sk
2 dTe 339 &F 7k 789 ol ZEFF I <Celebration Series Perspectives>
9] <Piano Repertoire>2} <Piano Studies/Etudes>oll 5% 9339 EA-& BA3sta 7t 24&9)
FAS ot FBAAE Tt WY ZFAAE HA st o] FolHo
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1) 3719 258§ AO] E(http://www.tonictutor.com)= A5, FH, o 0|29 & HHE A FshH,
T4 Adol AYder T o] dFA A7 FE 8o Thsdtt

2) W29 A &5 o) A (http://www.christinedonkin.com)E 1142 AJel] 2 ZE AW, FAHA S &
ol I HRE A F3).
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Song of the Pirates
Dream Journey
Legends & 20064 6= Witches and Wizards 1] o} 23
Lore Soaring =5
The Enchanted Palace
A Secret Letter
Clock Talk
Happy Ending
Comics. & — . The Dragon’s Story Hobi i
Card Tricks Royal Fanfare =T
Ridiculous Riddles
T. Rex Goes for a Stroll
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Crazy Comics
Crafty Card Tricks
The Path of the Ping-Pong Ball
Clever Crosswords
The Tired Turtle Express
Computer Chatter
Monster Trucks
Earth Rise .
Imprints 20073 33 Snow Falling in the Lamplight jg;_i et
Farewell to an Old Friend
Students will Love the Laid-back
Groovin’ Bluesy Feel of Cool King Wenceslas ol 23/
Th.rough 2008\ 4% | The Boogie Bass of Rockin on the Housetop NESS ?T—ﬂl
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Country 2011 33 Rain on the Window = zjjll
Snowstorm -
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The Dogs of the Neighborhood
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Clockwork
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Sunrise

Cowboy Boots
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W z2l= 8 A (simple meter)9t A B2 compound meter) 12|31 ¥ E}A}(changing meter)Z
A2HYT 2HS 4 TE A4 D AW T3 BRAOZ WS B 2zt

st on EYshy 9 B985, 78S AHEE S5t A EE 34
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< = 5 =
Sa 23 ok 8 AVIRE OUE 342 AUIES 30,
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Series Perspectives>2] <Piano Repertoire>$} <Piano Studies/Etudes>+ TFYSH At e} 429
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o wFE AFsH AFo BGS T d2 FPS B OE o] EuAE A&ste] Fof
= o s 22 o el 7199 3.

A= <Celebration Series Perspectives>oll 5% v} X 9| yjolx2tE 3 119 i
|22 A1Q] <Four Star Sight Reading and Ear Tests> Al2]|2& #A3to] 19 445 A

e Z1e BAoR oozt

]
ol
2 o
(e

o rE
rhu

B
of,

-

Il. WEF OpREO| o U U

nEZE EEE Uit A doti ot HuaAE At FAagte|ue] Fld =z 59
Y (Kiev State Conservatory)oll A AL E FHE3IAT. &1 A oo}, FHofA 7|
EH 0 ZF Wb, HFE, LAZEDG dFe npAH I WA B At JasS
NFzR o FAgtoly B S 4 dE(Shevchenko Ensemble)®] A$|AE &F3t3ith
Ie EE2E gy =825 59358 23(Glenn Gould Professional School)oll Al w42
L 717 ¢ AHsT ol F, 1970 FE= RCM | ZAnFsHE shR-A-2 3} RCMF-A
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2. Ear Training

YEdsd 92y S olW(play back)e] F FEOE FAHAUS 199 H5AdEFL
<OtH 3>3 o] kgsty], £ A7), FEIE T G HEe 8 gEol o]
ErF s, W2y ZgolHoM e &3 FAXNYS 2ol 31 79T F U=
gtk 108y €7 T™HAAME <UE 49 Zo] FA(intervals), I Z(chords), & A
(cadences)7}A| 7Hd o] & LE]‘H A, FAYEL o] FEHAE T3l SolA &
A, Ao T, A4 -H4 - BAAFAE FE T T e DAZA olEA "

(24E 3) (Four Star Sight Reading and Ear Tests) Vol. 1, p. 9.
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#j_LH T3 ﬁ i_j.; | !r@
‘H%:;Ei iL_.—_;._‘.';ﬂ

(AE 4) (Four Star Sight Reading and Ear Tests) Vol. 10, p. 11.

3. Test

189 24 H2Es 539 59 FAHLE Holglth AFH2Es F /19 A
& & WA} s gt 7 Hd SRkl ,;

o A7), FEH7Z
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(24E 5) (Four Star Sight Reading and Ear Tests) Vol. 1. p. 37
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(24E 6) (Four Star Sight Reading and Ear Tests) Vol. 10. p. 48
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(AE 8) ‘Where Did The Sun Go?'9| 4-70tC|, (Piano Repertoire Preparator) Vol. 1, p. 38.

<X 1> <Celebration Series Perspectives> ol 5% wfI X 2+E9] 8 EAS Qo)
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¥

(& 1) (Celebration Series Perspectives) 0ff £2 & OjFZo| =HE

FE 23 T =3 HHo|E

Piano Aol =
Repertoire Jumping Jacks C 4/4 Imitation fxH+= ZEZ7)
Preparatory olE] Fgl o] A

_ | o] mefol 2

P1an9 Where Did The Sun Gm 3/4 Invention | A& 2 2Ho| 23

Repertoire 1 Go? =
=25

Piano . oo opzewa) |

Repertoire 1 Teapot Invention G 2/4 Invention 20]7} 26]7 ST
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(U2 1) (EEZ D. 935)9| 1 ojc| 1-3 (AE 2) (EEZ D. 935)9| 2t ofc| 1-7
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SFUA R FAE EA A}%é}ﬁit—ﬂl(}zadchffe 1970), <&%&3 D. 935>9] 3 AEZS T4
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1 29 39 49
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2703kaL, <Celebration Series Perspectives>oll 5% 57 259 E4S £4%

2 AgES v Al g Bz s}

il

o)
A S

)
2
A

o

24

1o
.

. WA HSA o U AX

&8 gAobe 23 H (Kharkov)oll Al Elolytal, $-Atoluhe] Aut2~EE Sobd
(Sebastopol Conservatory)oll Al AEAQ] w5 W3tk I Avl -2 (Conservatoire

de Gendve)S =43 & W& St(Berlin Hochschule fiir Musik)oll Al 48slH, gtR=3
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[e)

(M. Hambourg, 1879-1960))$} 20| A(L. Kreutzer, 1884-1953)2)5 ARATH WEH L &
HollM ZLF 2925 FHCE FAHE JoU2ERZMN AF &5s AASH HAUE
b, 259 grzg9 FHoZ (9250 EEEY Ye FHEZ %“%(Hambourg
Conservatory of Music in Toronto)3)] W7} AT 1931 9l 7yt AlFlo] = Hﬂ
EEE S AR 5 gL FAEE 7IEFHT 294 HolU2ERA F
g AAEHT A2 St 2ERAN &Fdte AASHE A AUt & %
2 1970 49¥ 6ol WEHS ‘fratu Al(Heritage Teacher) 2 T SO 2 A 19 WS4}
EA9 A AFenh w3 WEHL syt Aol 713 FE7F AR E o A)
yth aure 12579 71E g 19920 FA4ES o] o, e e do]
HAI 9349 HolE EEECA AL vzt

F

rE

1€©
o

¢

HEd9 Fof wi2 2FFH g9 o|27|7kA teFsitt. e wsha F4
€ FALCE 2o Hi, ZHEY g SFAK(Frederick Harris Music Company)$} &3
# = Z3AHAlfred Music)ol A 2BETh 19 wR S FAo wet JLul AR
HAaYuwg, volruwBog s 4 Jon 1 Wi <k >4 He v 2o

) gr=3E A W Pole Theodor Leschetizky?] AMAZ W EHL 15 58}9] Leschetizky2] 7]
<74 A5 w3 ‘:}

2) ARo|A = HAok FLA JotY2ER 1921'd7E 19333744 WEd =Hao 24E Y9I

3) FREZILHYL g FHEFY oA} 1911 EEE HY3 tihiom_, 19280 EEE &
o} (TorontoConservatory), AUt %822 (Royal Conservatory of Music)Z & 3HE AT},

4y 29 g EAHA AA= olFule(L. Applebaum)eZ 19280l A 1940714 EZE digtalo) A WHE
Aol AAgon A2Ls} Hal 3HS Ao

5) obuFt] 2(N. Amadio)= 1947'd¢l et wEHANA AT

ol

gals| atatrlsl
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(2 1) H2|A HE2S uxf S8 BR

el £& M ETAL S SHRE
STA} Carl Fischer Music
Ear Training for Practical Examination
A2 Andrew Markow
] ) 2 Frederick Harris Music
Four Star Sight Reading and Ear Tests =24 Company
(Introductory Book¥} Level 1-10)
FA AL Andrew Markow
Practical Sight Reading Exercises for =94} Alfred Music
Piano Students (Book 1-9) AR Claude Champagne
294 Frederick Harris Music
Melody Playing/ Singbook (Book1-4) B Company
A2 Andrew Markow
2 Frederick Harris Music
34
Rhythm Clapback/ Singback (Book 1-2) Company
TAA
. . . EWAL Alfred Music
oj2 & Rhythmic Tests for Sight Reading A7
FA A
. . EWAL Alfred Music
Keys to Music Rudiments
(BOOk. 1*6) :(’)1 X<] Z]- MOHY Sgl.ater,. Kathl’yn
inclair
Basics of Ear Training e Alfred Music
(Grade 1-10% ARCT®) 227} Warren Mould
o _ _ =9A Alfred Music
Principes Elementaires de la Musique(Book
1-5) =% Molly Sclater, Kathryn
TAA B
Sinclair
29 Frederick Harris Music
Lessons in Music Writing - Company
A2
E3A} Alfred Music
Rhythme et Son
FA AL Warren Mould
STAL Alfred Music
H3ayY Completes Scale and Chord Book
A A}

6) The Associate of the Royal Conservatory of Music.
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uxe & uE ETAL I SHAE
) i i B Frederick Harris Music
Technical Requirements for Piano Book =T Company
(Book 1-8)
A
) ) ) ) Z3At Alfred Music
Essential Daily Exercises for Piano
AR
294 Frederick Harris Music
The New Hanon - Company
FA A
. . Z3At Alfred Music
Practical Hanon and Schmit
FAA
274 Frederick Harris Music
The Modern Piano Student - Company
A A Ernest MacMillan
294 Frederick Harris Music
Boris Berlin Piano Highlights Company
& A2
= Frederick Harris Music
Z3A}
Hopy R ABC of Piano Playing (Book 1-3) Company
AR
34 Alfred Music
O, Canada! and God Save the Queen
AR
34 Heintzman
The Boris Berlin Kindergarten Method
A
. i 29 Frederick Harris Music
Squirrels at Play from Two Pieces for =1 Company
Pianoforte
A

IV. <ABC of Piano Playing)

o] WA= Al BOE FAH om T o HH (Middle C Approach)E
At ool 93 27 Hofr WO E ZHE 19850 Folef ZF A2 271y

GhIEE 0% 259 3T 1632 T4R 908 2 i 2] nE gty
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ozt o] Aol +5 H
A B A AN &S
Z o]A o= o] &0l i, LEZE FHo|X o= I o2 FFste FHS o] HAH
of it} 7+ Ao £ FEE= ‘0 Canada’$} ‘The Star-Spangled Banner’ 7} 1l

wet 254 27 #E5o] i, 2FgAE AT 7% HAYe] F55 0
St <ot R [>olA Hof &= npep o] WA Zt 7o) Aol A

Adol} FHE AT 5 YEE 9

i
2
%0,
2
2
o
Ao

SN

(& 2) (ABC of Piano Playing)0il +=S& Hz|A HEZo HZT XEF
ATH A=Y
15 French-Canadian Carol Whence, O Shepherd Maiden?
Traditional Good King Wenceslas
Old English Song The old Man
29 A Folk Tune Hop, Hop, Hop!
An Old Song Good Night, Ladies!
A Folk Song Buzz, Buzz, Buzz, “The Cuckoo
French Folk Song ‘Cradle Song
Nicold Paganini Springtime
Traditional Song Hop Scotch
English Folk Song Lavender’s Blue
3w Folk Song Golden Slumbers,
Old Mcdonald Had a Farm
Franz Gruber Silent Night
French Folk Song En Roulant ma boule
Franz Joseph Haydn Surprise Symphony
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(A 1) H3tet A4=0| HAEK A= o

‘Summer Flowers'@| 1—-40}L], ‘Cradle song’ 9| 7-80tLC],
(ABC of Piano Playing) 1& p.13. {ABC of Piano Playing) 3& p.9.

rit.
2
Play with Right Hand: o B
1 e | I 1 i 1
0 s T — T 1 " i - - i
5 e — P ——e t | Birds and ba - bies fall a sleep.
o  —— 1
[ -+ w i = v = — =
Nemenots, C D E F E D C = = i F
orsing:  Sum - mer Flow - ers  smell so0  sweet T 1 la

V. {Celebration Series Perspectives) 0] +54H

92 HEUY HE

<Celebration Series Perspectives>oll= <3 3>0| 4] B A= uie} o] WEHL 2HEo]
%535 75 Atk Iv FAE Sl 1o £947Y AYE Y F AEE A5
=, A28 gz 9ok 55 AU &5 SAE ARRSt Y 9715 dEit
<QtH 2>of| A KX =n}e} 0] ‘Halloween Pranks'= A< A¥o=zZd TA4H 55 &
AL MEOE ARHIYL SESEE HVIE, 48 5EE 2EVIEE 8T o2 x4

A ohElFH AL A5 & A 2T

(AE 2) Halloween Pranks’®| 1-40tC|, (Preparatory Piano Repertoire), p. 5.

Lively J =120-132

3 - :
—— —_— e ta =
1 1 ?
|
=t [ [
£ e mf
__,-‘-'_"—_"“--.\
— Fi) . | Ty o
d <7 ;4 T e o= —T BT B S it e i
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<9H v L2HYUYES TtaE SAE ARGt uh(Goblin) 8] O Aa2% E917]E
BAG ol g HoE

(LH 4) ‘March of Goblin’® 1-50tC|, {Piano Repertoire 2), p. 16

In march time &. =96 — 108

(E 3) (Celebration Series Perspectives)0f] +2% Hz|A H|ISZIo XE

iy =3 M LN, Al Ed
Preparatory Piano . $£9] w3}
Repertoire Halloween Pranks Pentatonic 2/4 AA, ogn
Preparatory Piano Old Mcdonald G A4 AA olE] & o)A,
Repertoire Had a Farm BA, 4
Piano Repertoire2 | March of the Goblins Am 6/8 ABA obE) 2 o] A
. ) Wholetone a3 Hg,
Piano Repertoire3 | The Haunted Castle scale 4/4 AA, obE) Fa o] 4
. ‘ . 342434 | AN | o o
Piano Repertoire4 | Monkeys in the Tree G 9/4-3/4 BA. 5, SER
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Albergo, C., Alexander, R. & Blickenstaff, M. (2008b). Celebration series perspectives:
Preparatory piano repertoire. Toronto: The Frederick Harris Music Co. Limited.

Albergo, C. Alexander, R. & Blickenstaff, M. (2008¢). Celebration series perspectives: Piano
studies/ etude. Toronto: The Frederick Harris Music Co. Limited.
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http://en.wikipedia.org

Winters, K. (2001). “Music master boris berlin taught canada's greats, Wrote books for piano
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<Celebration Series Perspectives>9|
+=E2H IYHY X391 MFE: Pierre Gallant

. ME

ZEP. Gallant, 1951- )& +°F o] &, &=, Holr & WHHA AFAZEE &53}
I e dESE AU Sttt 1 7 H =29 (The Royal Conservatory of
Music: ©]3t RCM 2.2 A ZthollA w2 AZstHA taof ot 2AF5S 25}
[t 53], 19 n58 dotx AFSL vtE2 A9 AL A7l A 5E A
A2A 84, F2RAAA 84 Y g9 FHL toldy #d & 23t o
o ZEEQ2003)E & A AL HiRe s 1 JE S BEe AL AF7tEA
T3 dolgta G, ol 2FHARH R EA 5oL sty HAYS P
AlZ137L sk 19 Hdhs HoFETh

TepA B dAFolA s ZTES w&E§ wobie AHE3] 3 <Celebration Series Perspectives>
9] <Piano Repertoire>, <Piano Studies/ Etudes>°ll TF= o & ZFo Yehdes A4S

B3t Ao dobie w9 HHEA 19 ZFo| A YnE AZY HHIA

T
o
R

™~

=
=

. ZYUES Yof W A%

ZHEE 19513 Uttt SERefolA ottt 19709 EEER o]F & ZTR(H.
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Freedmand, 1922-2005)D)3} =(S. Dolin, 1917-2002)) .25 E 59 1l
2d9ZFE 2983 (The Glenn Gould School)2} RCMOIA &< o] &, 2=, 1o}
STh7E 1990 o] $E& RCME)S] o] & Al AASIUSRE 9155
A8E AU

ZYEE RCMAA &R 259 ¢ 53 £, 20109 FH dA7HA 7ivtt w3
A&(United Church of Canada))®] ZFF2}o|z} & 7S 2l o} o XA E I g
RBES AEd} Aazo DHA Folr, o2, AF P&g gt ed 84 &9
o A=, H, FF T BT 2EHEY %@r% 7FEX I Qi) o] Yok = gE A
Z WE, ‘Los Mapaches’®] AWrEA}, 18]l3 25 & X2 E M (Road Show Productions)<]
TEF ZEFAE &Estal AUt

b
i
N
ol

rir
o
Bl
Ho
_>|~I_,
fu
>
lo

. ZYEY mop 4E

ZAHES] wHE ol ZEF L <Imitations and Inventions>, <Clowning Around>,
<Animal Fair>7} 3L <Celebration Series>, <Celebrate Piano!>, <Legacy Collection>ol| %= “19]

Ago] 5250l gtk ol AEYY FRAE, AE 5, AFY, do|EE <X 153 L)

e smoiz | xEa A2 x2Y 0|29

A Little Song between Friends

Dancing Partners

Imitations

13 I
and Tnventions 2003 135 Lullaby for Two

Mixolydian Mix—up

Friendly Discussion

) ZeEne Fee F49 Avt 437}l

= Z 2t —S—Jf AGA oItk 1946 FEH 1971 3d7MA] BEEE AX
Y SA~EG A 4 TEFAZ SFEH 9

, 19895 H 1991d71x] EEE U8ty uE
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= n .
2) E9L At ZEFEAA ST A7 a9 u S
2001A70A4 RCMel A 2k, 5-oF o] £, Floti & 7}35,1@

3) RCME(The Royal Conservatory of Music Examinations)= 948529
o

419253 A" Autk Adn 2go = st Zat 7}%%‘. i
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0| =5)

Little Dance in Imitation

In a Canoe

A Sunny Day

Chasing Ggame

Changing Voices

Mountain Echoes

Mountain Meadows

Prelude to Bach

Clowning
Around

20034

Circus Animals

Syncopated Waltz

March of the 2nd and 3rds

Starry Night

“A” March

The Rhythm Machine

Teasing

Variations on a Waltz

Sailor’s Dance

Little Lopsided Waltz

Clowning Around

Accidental Waltz

B
il

Animal Fair

20031

March of the Armadillos

Rolling Along

Musings

Indecisive

The Lumbering Elephant

Exotic Dance

“Croc” the Curmudgeon

Folk Dance

Laughing Song

b
s
%d'
N

5) Wol = FE 4EY EA AN U§L AR ek
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<Imitations and Inventions>°ll= ZgFlA T8 FFol |2 F 1359 #Fo] 55
Aot 1= o] AFERS Q’@ o] vtz QWY d¥] GAZ ARRSlE Ae HRE FIL
Attt webA iR XL%OI FEo P S Aeeta dxAd de 2@

<

< e ¢ EH«I‘%W
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o
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i
32
o

g e A §4% 6 Ua

(LE 1) ‘Mixolydian Mix—Up’Q| 1-40tC|, {Imitations and Inventions), p. 7.

Juumtily d = 6676
P T':.r'-""-_'_-_'-‘“-= I_,._f-;_;ll—-—-.‘_‘r
== ==t ===
| ! I
:-I .‘—'F | r p I- -
=T 3 ’3. T 'R 1
mf ! »y

<Clowning Around> A& Z}7te] AlFe] ojge &
Atk <GE 2> EE 240 F IS vk Aot) ‘Starry Night' 2 W3l HE
of £AdE ®d] A HY AHEH BAHJA FFS AHESEATE o]l HIS ‘The
Rhythm Machine’& 7783 Ql 2l5& AF3ithrt o) e 2UE AHEOE A FH oA
T2 EoU Aok =3 2EtE FHOE F9 BHVIE ASE UL IR
Ttk

rulo

(25 2) ‘Starry night?| 1-4 OfC|, ‘The Rhythm Machine’@| 1-4 O}tc,
{Clowning Around), P. 6 {Clowning Around), P. 8.
Mysteriously J=s1-84 i Crisply, In fempo 4 = 5492
— ——T7 1= = pea i i 1 )
[ f = — o i7
e ? : {ml_;z:zn;::;::

<Animal Fair> & ZA 9 YEld 24 F22 JIHHE TS 2N tpofst 48, &,
&

HXo M3E APE F JEE ZF3sAth “Croc” the Curmudgeon’ <o) Tk

ot
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A9 BAR Al 7HX HoR PRI, <oh 353} o] ALRAA HE
oFel oS Mg HE, o v ek Hemiola) 1M & AHESIA Zure] 9XE WA
W, e 2EESRE AL AHe Agald ATET W 2HE oo E Hol

F1 ATh

(AE 3) “Croc” the Curmudgeon’® 1-20tLC|, 5-60tC|, 7-80tC|, {Animal Fair), P. 13,

Frthoifoally
l'rubchel;r‘lrlitl_l‘u bite! & =54=58 B ] :
: . = : - i & b,
e e E—— § b P = = E’E‘Frr e @
- ——— o i W_' ,.f = o 3
g o | ! .'lr \'.. T —
T e T
e i i R — ===
M.

S ——

IV. {Celebration Series Perspectives)V]] +5H ZE9 AIF

<Celebration Series Perspectives>2] <Piano Repertoire>$} <Piano Studies/Etudes>©l 4=

AHES ZAEFL F 9Fo|th. FEF F “Croc” the Curmudgeon’$} ‘Paper Tigers’'=
<Animal Fair>°l|A], ‘Little Lopsided Waltz’= <Clowning Around> ©ol|4] 3| = AT}
<E 2204 AN E 95 FF AFS BAEH ZUE AF EAS & F e,
I 5 A HAE AUE o2& AF7|Holth 1 o E <¢tE 4>9] ‘Jazz Invention’2
<

4
Wolehs HEAXG P BFEL 2ADS Agstel AFsdrh

(LH 4) ‘Jazz Invention No.1’@| 1-40tLC|, {Piano Repertoire 2), P. 40.

Andante J =88 - 100 5
._2_ - 2 : . 3 i | 4 . . |_\_
— —] | — = 1 - I I T I 1 T ) -
— . - | i ! | | 1 1 1 1 1
- ——— e - I P — | | 1 Y |-
. e ﬂ»_J_ - = T ol ] I - —
N N Py R 5 =
mp - —
e . A e — ] — G
o Teer & Rtee L P TP
II 1 ] 1 1 | I [ i 3

% (Lopsided)’ o]t ©ololl X #F& 4 Azl =9 AIFZQ el AAE
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(AE 5) ‘Little Lopsided Waltz'e| 1-40tC|, {Piano Studies/ Etudes 2), P. 11.

p = '
EEp——— : =
é’g ._.‘— _— < .id f_:/d
=4, Z9EE A& & A5 AHET Al Uebe] W18 Aol FH4 A= 7ve A
EAA HGSIAT. ‘Sakura’ & FE AT TY7] Kotoh) 2 A5 AFHE £ 7Q0]
o o=
= .
‘Sur le pont d’Avignon’= F+ FHA EHste ZHA9 g WIS HFolth A=
gAlsl 4ee o i AF F 2o deo] ool wop AW sriTlel B 7}

o

=02 WA, A Eo] AWAHE H4A HEE + JEF 3FYTE ‘Six Variations on
“Land of the Silver Birch” & ZlUth W& 2 HE&S FA|(Theme)E g+ WFFolt), 67)
of WFoMes LAHYE §hE Eoh wixpel wukal ARGl wE A7 &t
(Hemiola)®} B & BT ¥ g5 AHE, 43510 FHL toluy AE 5 HIZ

i=]
F Q2 A(virtuoso)Z Q1 Iofx FHo] gFHT

(& 2) (Celebration Series Perspectives) 0 £2& ZZE XE

o =3 x4 | x| =y e
Piano O K = a1 =1
Repertoire Sakura E” 4/4 ABA’ =R o+_iﬂ A ; =
Preparatory Ll 5% &7 %7
. N d7tE +H
Piano Croc” the
. 2EHIE
Repertoire 1 Curmudgeon Cm 6/8 ABA B _QE} F .
&) v] & 2}(Hemiola)
e
Zgs vy B
Piano Sur le pont . oy mxf“x 1"
epertoire vignon dzo] oELsS B
Piano : o oA &7fee e
14 A _
Repertoire 2 Jazz Invention No.l C 44 | 1A 2o g e

6) oA FeiHo] B YgtAth(Nara period, 710-784)0] &2 AL&H Atr|2 =9 Jlokg 3}
frAkatet.
7) dolEe 2% A BRd wto
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WH = x4 BiXt B Ed Hol=
Piano . o)l A o] A=
Repertoire 2 Jazz Invention No.2 C 4/4 1l A 29 gE
w2 Aol
Piano ) B | 4 . =3 ol
Repertoire 7 A joke e 4/4 Rl g9} tho|ul 7]
i3}
. Six Variations on | 4 = A 1e de&
R P;tago 10 “Land of the Silver iﬂ; 2/2 ";?]j} A9} 6719 3
epertoire Birch” QAT | o @—T‘:—‘:‘
F&ol 2
Piano Studies/ ) olE] g o] A3} -
AA’ zg
Ftudes 1 Paper Tigers Em 4/8 g Az =
Tholifd W}
Piano Studies/ Little Lopsided C 2R 2 AulA 9l Z 27
Etudes 2 Waltz © sElo Wy 37
V.2 &
ZAEE AFAo)A BSAE SF3lHA ks A2 AES $AY. I 23
Aeh e Heho OI 27174 ke 2% 710 )

1

or @de Grbiee Aohdd
) A007)E A H B E SotH o ANYT FVZE AololAl Aol Ao A
g B3 WA BES 22 5 Ut Aololof Bhp2s)I ST olHF B oA

2 Y8 ke

of AF ZEH IFH

JB
2

So] TolAl 2 LelAA R HF7tol A5k 3]
A37)e} AFo] B3 ATE ZQA oA H7) vhanh
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<Celebration Series Perspectives>9|
+SH Yo ot XFE: Anne Crosby

o

Yol L FAF7Eee] doke w59 THS 93 ojdolgs AT FAF
Zb33tal Fdske GEo] FAASHA o] FARAA G Utk WA Aol o] H 3 EF
=o| vl-¢ &EsiA o] FoA 1 QU=H, 53] Hythe] ZHEY sl g X(F. Harris)DAR]
A Ak 2HE7VEQ] ZHEES Ao <Celebration Series Perspective>S H3H3F 712 EHO|
T AR F dvolth & A= Uty sofwSatoln ojdo] Fofx w&S 93
g &g Z37lo]71 % & A Z2AH|(A. Crosby, 1968-)°l thal]l ZAME L AEES Aul
o 24 fejuEt golr 5o W o oyt 7]zl of FolH . sFAIRE A
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AR 2HE 19901 d el of7ttjol thetu (Acadia University) SHES £33 199319

1) AUtk S9HE 3
2) A Z2H| -‘Jr% gL 2 2] B9 F24] &3 o] A (http://www.pianoanne.blogspot.ca)E I Z 24
HAoh
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+ HAIZE ti8tal(University of Michigan)oll Al I ol 9} Hthux] Aoz AALetS)
5 gtk I e mAIRE tigtal A S Al T1TRB(A. Greene)= AMAFSERTE EY ¥ 1

We 71 9 OF dobe w§3 WA B&S 9F opztrol thdta ] A Y Aks A{y

AE g on, D2 tstnl(Dalhousie University)d} o}7ht]o} o & alof A
ot HpA S 7FEX T I ot ol tigtn Y] IFIotrusy FH9Y ¢4

o] 29 ¥3|(D. H. Baldwin Fellowship)Z5-E wlE-S W7 % sttt 0% =
vl A3 E]oM)(Nova Scotia)®] T F2dS)(Halifax)2 o] Fske] iyt 52 (Canadian
Conservatory of Music)ol Al oJ&do] 1F Fojr 2 7o Gzt g Yy on, @
SoF A9 Aage] A=o7 FF3YT AFL vl =X =6)(Bedford)oll A 73] Tof
2FHLE 9t Atk I e JotnuAbE 3 2oy ofoltjolE I3t 9
3l B2 ‘Pianoanne’ & +F3stL Yo, S IH HE SR ZHHY s 2ALE
53] odHolE 9g Fol=AER <In My Dreams>, <Freddie The Frog>, <Rise And

Shine>, <In The Mermaid's Garden>3} <Fuzzy Beluga>E #33}$Th.

2. 8219 HFH HA52NE 4% 0SS DY 2 DYNE

Azz¥e el £ Al 2 ZguAet 15 A5 53] Haz=A} &

$33 gt Aol FRY B a9tk doke kuAY F4 BE F il FHEaE

L]

NCKP(National Conference of Keyboard Pedagogy: F]=r¢] ¥jo}x s thaix| F3))
ol FHtiA] A AX2oM e HAZEA RS UE Ega P A2 F4uFE
AT HA=ZA Y FE2 Aol o] FATOFE B2 ity AR A= 2007
W =nf 23 E o} Al th8k(Nova Scotia College of Art and Design)oll 4 € T =<1, B A
g del2Egoldd 4] fUmold AAFS HESINA, o] & HECE EEIE
AZste] st MIDISY AHE9} PDF R} i§ AEE AFste ez & 4 9)

3) A} 8F3}-9-01(Gina Bachauer)?t €21 712 (William Kapel)Z A ZF2 S g 2Eo|y mAZt o
gael oty

4 Akl F AUYTA F AR e FE WHL 5T 5490kmo]H G Z NEE ~2FEWE"B
v 5s AYx 9o

5) Authe] kup 23 E o}l Fo] FAEA T

6) kub ~FEol Fo &3 A Hog FEga Fo AHI}T Ut
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olEo] 1 AU YA S F YE FHxE THEO] FEHI AZEn o, 20134
25029 Sound CloudNE &= & U
o o AAS Y& Jole w&I HHSIY Fol-wA e} ‘wSARE FIl THA

o2 Ay HA

of wApe] AW e xFo NP g FoheF Hake BAo AYETE ZAANA
SagA LAY 5 9] wRel Auke] )57} AL He Aol WA
A =S AFHL GO, Aok 9 FE
Jolo| gL YIER EF JEEEcleh
G oleh 247 9%

[e) L
= -
vz & Qe W Sdo g €89 ¢ RS MDD =d =

1,
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o
i)
rlt
o
i)
I,
=2
o =
b

(2) 7I= H|ZY H3Y wWxf (Just Picture It Technic) vol. 1-8

N7 oz W $E Ao Heksle BE mAlolth Tv} 7

o]z Aot} FTANRELS AuHH HARAZOZ
2

HIshs Zo] 54U sEdS 7o s SAEn ts B9 gl 22 240 §
EHe Aoz & uf ojdY #lolA 5 W& A 5t sk FHe A
o2 FAHNT BE 24 BA AAsEr] £ A £t s, A, 71EA L
2 dopop & 38453 73k AL ol2H AL/ AHOR oJFE == HEE uA

olt}.

7) Sound Cloud= &2}l o2 23S HstA ste Yol
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(E 1) IXf (Just Picture It Technic) 2 T4 (Crosby, 2011)

2l H0|X Key ool Key e
1 C,GF a e d 5&7 "/ o2 9 A 2/ 3357 A
2 C, G, F Bb aed g A/ 3853 H
3 G, D, F, Bb e b d g A/ 3853 H
4 D, A, Bb, Eb b, f# g, ¢ A/ 38k H9)/ o2 A 2
5 A E Eb, Ab # ot ¢ f ZudET7S-S/ 278k
6 G E F, Ab, Db g e f gh cf T U ET7ES 3 2473ke-9 of=H A2
. C, D, B, II;“,bBb, Ab, | ¢ d b, f,#bb, gt CHUETEST 27800 ohZHA S

G
C,D, A E B Bb ¢, d a e b bb - } _ _
) ’ d y H ’ )y My G Y My ’ = _"E o 7‘:]’_ O o E‘ g
8 Eb. Gb eb . f HAETSE 727859 o237

2) Video ASA=

(1) OfLImO|M WEXIZ

JY & ‘Hhok= M F-E°(The Barnyard Friends)o] & A &<] efjyu]o]d-& #2354t 8t
FEET SAEESY So)5S 3= Aotk B4 9o <ol FA Y 54 FEINYE
o A A7} gAste] 719387 AA FAAEATE A Blue Bird)e] A FAe= BY &
ol g YA et W2l Zlolth o] fJof o] & cfjymo|d S Fall 222 5T 5 9
=& AFEL AT 27 V1R o|2elAE 1) 53 1, 2) #3b kg, 3) W 2
+, 4) Major Scale, 5) 3=, 6) A & 54 14, 7) 3859 FHOE Hol o FF

718 o]Zo= A2 5%, 2) double # 3 double b, 3) ©F9 5%, 4) Technical
Degree Named), 5) 54 4o 2 FAHA U

(2) D|OHeEEZE (In My Dreams) S1FZA

222uE Sk E A <In My Dreams> 9 1032 A7 AF3e] fF1 Ao Eo

3L, BRI WHeAgdE FAFh I WEL <E 220 Ay & F o

8) Tonic, Supertonic, Mediant, Subdominant, Dominant, Sub mediant, Leading tone &2 T/ T},
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(2 2) AZAH|7t XF ==z 2 AFst ZEZ (In My Dreams) SE4 &3 229

=9 S FA

In my dreams http://youtube/vqK626SDyz4
Little elves and pixies http://youtube/RIDIUIE1KZE
Can't catch me http://youtube/sTfStdg TBDc
Moonlight on the water http://youtube/1IVOO48LXhE
Robots http://youtube/r1Be_CduvMc
Floating in space http://youtube/mk6dyeoik VA
Funny puppy http://youtube/fg AhWQjf]rg
The stormy sea http://youtube/SZYORkz]J7BU
The waterfall http://youtube/ERKdX6vOops
Celebration http://youtube/F87VKHNTHUc

2229 ol AFL AFRNA 2 5 QFo] tREol AADY, FE, oW
=4 A4 AYBAE S F olol59 AFHL AFAA F 5 e EALY] F
g olE0h 291 F Aol 204719 AE EFA S, AT e 53
0. 11, 138H&-9) MIMG AHE, rDE E FHAE Y ALG, Al 520 WA, A=F2(E
AR i}%, 2O Yol BES] S, WM AGOE 2-FF oA

_/':

Ao = A 54T A7 AU

fr
ﬂk‘-’
r-[n

9) Fazdol 71AstoloF shh Eo| W&} FHEHE
2014 3¢ 399 S Wt

10) EF2A FYHAG. EF 25 A4 Majordt ol 5= dl(Afro-American)®] Tz W20 7}
Y Aotk ol Az dx7t E3E AoE 5/ 2 #E Wk ol2d =45 ‘Bluesy’
EEU=

~|o
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Lho|E12)

Rise and
Shine

2002

17

Articulation

Artwork

Be a Composer

Bouncing On My Bed

Bubble Fun

Happy Dreams

Once Upon a Time

Phrase Lifts

Rise And Shine

Romping Rhythms

Sound Effects

Splash! Splash!

Sunset Glowing

The Cuckoo Clock

The Damper Pedal

Time to Get up

What Is Cuckoo’s Message

Freddy
The Frog

1997

Angelfish

Baby Kangaroo

Boogie Woogie Bear

Busy Beavers

Freddy The Frog

Starfish At Night

Sweet Kitty

To Fly Like an Eagle

Early Elementary
(Preparatory)

Elementary
(Level 1)

11) 22 21]9] ZF3] <In My Dreams>, <Freddie the Frog, In the Mermaid's Garden>, <Rise and Shine &

Fuzzy Beluga> ol A 23}t

12) AZ 209 AFo PAIE do]=E FsATt
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12

L23
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o173 Lol

Fuzzy

Beluga 2008

Morning Sun

Barefoot on the Beach

Ocean Spray

Risser’'s Romp

Elementary

Pirate Tales

(Preparatory —

Sea Gull's Cry

Level 2)

Fuzzy Beluga

The Grey Lady

Sand Castles

In My

Dreams 1996

10

Can't catch me

Celebration

Floating in Space

Funny Puppy

In My Dreams

Early Intermediate

Little Elves and Pixies

(Levels 1-3)

Moonlight on the Water

Robots

The Stormy Sea

The Waterfall

In The
Mermaid's | 2002
Garden

In the Mermaid's Garden

Monkey March

A Colleen in Scotland

Dragonfly Scherzo

Intermediate
(Levels 3-5)

Dream Catcher

The Banshee’s Ball

Mechanic’s Rag
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IV. {Celebration Series Perspectives)0j Ald] 2 857

(& 4) {Celebration Series Perspectives)0f] &2l ZEES13)

oo HErEE =S4 74 u=gH 29|

C Major, 4/4%}7}, T €49
Bouncing on My Bed | Preparatory Repertoire | Intro ABA' 74, E82 | olelFd oA, pfo
(Cr&Dr) 9] A ZH2 Ao hA

C Major, 3/49+A}

ABCA T4, <&

YA5Ee] AL
WA 7 A=

A2 949 59
E7bete) b mop2
e 4 9k

To Fly Like an Eagle | Preparatory Repertoire

Starfish at Night Preparatory Repertoire | Whole tone, 3/48F4 Black-key 84 %

2Rs AdNIE
. A£AES U s
= 743k ~
Robot 15 Repertoire gdd EgEe, A ;} ;q?:ﬂiy
T Ao
332 YETH,
Celebration = Etude 4/437} 3328 & EYEE A

A Minor, &2

FAA &

- : oheg) thoret
The Banshee’s Ball 3 Repertoire A8 7} FA A S A ol A . )T
. 5 34 (Major, Minor,
F minor2 #$H4), R
92 w9 AL Diminished)
4/482} 7/38k A}
. A& 7/897L (3+47-78 9]
Funny Puppy 3% Repertoire coosoEse C Eerlae 24
Majors 23 74
D Majorel| A R }
. - - 2 g] T} o ;ﬁvx ;{]‘_
Dream Catcher 4% Repertoire D 11]' S a]qO]_ 9/] :‘Q_;rg_ 2_1 '11 ]i]—i é_
A415) g
FAYUCI IRV YA EPAR
Dragonfly Scherzo 52 FEtude 108, 88 5529 Wt | o] w7} zb

2% A =4

13) Albergo, C., Alexander, R., & Blickenstaff, M.,”} *1& &} <Celebration Series Perspectives>2] R AFA| 3] 4]
£ #Fasta

14) AB7FE AN AT a b, o, df, ¢, L, g/ghS 02 FAETE o]2 g EFAQ 247} Banshee(H AHH5)
o BE =4&E

15) D Majorel A D ofo] QU o}E A§3she= Zlo] By Aol D Y& tjolr} AHEH T
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TR A9 WS AEES AEst] EEO9 FREE Gal Holmuabel SHES
el AFstar wFstH, 53 vt ot Fo FHepgh Fiolzt & 4 e 20
A718 AEFEs B AHolE AF 2w ddete FE
Frrle) gto g Syt E o] H3 AEFEo] wol] ZxH o] =3

olt}.
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<Celebration Series Perspectives>9|| +Z€
YT XrgIt TFERL: Linda Niamath

I. N&E

Yol (L. Niamath, 1939-)& o} ZHEo] GFAEANA HE F e dds &
£ AR St S0l SRl SIS TR, E3A HoteE Hle F AEE 7%
gk ZF337to|th. <Watermelon and Friends>, <A Zoo for You>, <At the Beach>, <In M
Garden> 5 119 Flojx ZEZ o] wAHL o3 4L & sl =3 M43
YL FREE REES LAE ARRSHY ofd FolU2EES 93 Z=atinh

mba & Aol A7 Yot 29 doty £35S Ao RN & dHA A
B Tw Yot wds g vl HFHo] th E3F <Celebration Series Perspective>©l|

Enun
282U FES 437804 Jeds 542 15H02 2qsad au

<

. Yojup20] o U A%

Yotm 2= 1939 iyt = BHEA SEHIoFAA Hogth I+ 54 o
e ot dAFe A A=S AR Nyt Sdel<Sa(Royal Concervatory of
Music: ©]3F RCM2.Z A gtt) Fotshof Al glofie AFA7H Q1 ARCTH B E A
Z &1l o} t8K(The University of British Columbia)o| Al &3} SALE FHS53FATH TE &

1) ARCT(The Associateship of Royal Conservatory of Toronto)3t¢ &= 7} Utk RCM 9] 9] (Diploma) ZZ 1
WO 2 WAL (Teachers ARCT)H 5234 (Performance ARCT)S.Z T},
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gAEE A
ol BX2L ARYL F2 sok HAYW I A4 5P Py B/ 99 v
So] How, 149 2EFH L <A Zoo for You>, <Soda Pop and Other Delights>, <At the
Beach>, <Watermelon and Friends>, <Surprises>, <Marching Mice>, <All Year Round>, <Here
We Go>, <Fancy-Free>, <In My Garden> 5©| 1TF EgH Iob 2 oo w2} oy
ol HIE 93t F& 2»7]E Pt} <Celebration Series>2] 1HFE 4@ 7R o= Yolmj X~
o ZF F 103°] F55o] Sk

. Yojuj 2] mop Atz

Yolnl2so) of gl SolyAES 91 Mok BF2H 9 Jhg 2 4HE 2z Fui)
339 542 2yl FUEE AR Jrkes Zolth FEATL ABAN FF
T 5 U BEES S, To) B 2979 A4S 2d@s At B9, o] 53
e W4T FEL A 7 AF/HE Sl B 23 AP 1D F
of B4 5¢ AHEA ERSE Aol FAn

<All Year Round>& 1'd &< Z+2+e] @& & F4 BARSH 23 Fojgln, 1239 =
=
=

Aol B g Ao EAoit. gt mZ 84E Ji|sty, Szt o #4170 %

A At} <Watermelon and Friends>

L &, AT, FHIOE o] Folx gl 77kA] HY 9 F
Aol g AdEE A5 EAIG FALES AASAT E=3 o] AFL TgE5A
ANA Zzte] YEHE S T 24 ol A4S vt dFste AP S 771 93l

71e, 714, stok, AAFE, 47, 3244, 34, =

83e % 9

Aps, whud, @,

o
ta
o[t
=
o
N
)
k)
o
o
N
u

freorr

5
gol, ALolet 2ol 10714 T8 55 E5d AU F4YE A Al =
T34 5 ol 230 AIZHAT At the Beach= 7HA 53 A9k 43 o, 3
ToA HIXE dA7], 3=E FFa AWAYE 4 AHRE T 10719 BEAREQ &4
S5 AT Ao BEAolth o] & AFstH StgaEoe] WA A e AS A
e 4 Tk <Fancy-Free>= ‘A9 AIZE, TS 2y, <E& A, “AH A B, Y
v, 7 FR3ete BAVF AY Fo] 6 AP et ®:A4) vtk 44 S¥E 29
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715 Aopdith. o] mAlE AU LA, gAtoleS AT AFSE Yol &&
D}. <Here We Go>v &7 I5AE A% AFHOE 9A, 719, JEHE F

THOE Fof oS ARG o] AEHE Tl FEAe ZdolA, 249 W3
“*(syncopated dedaling)S AdS & & AU <In My Garden>2 12719] Y9 BFol &
AJTk wuka, &9 wak, 22 a teFdk ofgEd ol Alsk 91719 tix, BA,
a8y 23E =4 4 A o <Marching Mice>& HAH O Z2 Ayt 18A o =
" GFAEY ol E FEth dEAES ATt A 22E AF A Ve Y

A7 Had g oS uj-%A F} <Soda Pop and Other Delights>oll =23 ‘%&n}Z

A, 7] ol AOIA, BA T BolSel WAL SuAS) AT AU 5
Aol ARgste] 222 Fobs el ¥ g ARE 94E 20180 T <Surprises>=
23 $4AEL A% AFolth AEAEL Fe AT olA AR} oo A H o4
3 vheeke BRE S WS 2 Zlolth HFAAN YT e Ast dXe 2EY
o th2Hel el e FYHEE AFSHGTh EF, FANE Polsha WA E
HeH melo| 28 £9 AE 53 EADT
<FE 1>& Yopuf 29 AF HEES AREE FEI Aotk 3 wAld 634 1237}
A FEEO glon dolee JolkE HF FEse 2 HH FH ZVIMAY FEL
E FFHIT
(¥ 1) L|ofmjAQ| m[ot: XME FE
23 E@oiz | ME4 423 o] =?
Big Teddy, Little Terrible Trolls
Teddy Monkey Mischief
Soda Pop. and 19794 102 Hlde and Seek Playful Puppy 23
Other Delights Holidays are Here! Skating
Lonely Princess Sleepy Little Kitten
The March of the Soda Pop
Apple Pineapple
Watermelon Banana Plum . .
= = 22 3
and Friends 1982 e Mango Watermelon 5 371
Orange
Bears Hippopotamus
A Zoo for You | 19834 10 Elephant Kangaroos Zg 37
Giraffe Penguins

i
Y
&)
=
)

2) <E1>2 http://www.sheetmusicplus.com/search?Ntt=Linda+niamatho] FE5 o] & dol&
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gy | EmYE | mE4 — Ho|
Parrots Tiger
Peacock Turtle
Balloons On the Trampoline
Funny Bunnies Picnic Time
Marching Mice | 19954 103 Goodnight Dolls Robots z2H 7]
It's My Birthday Snowflakes
Marching Mice Squirrels
Bike Ride Indian Dance
Fancy-Free 19959 6= Butterflies Masquerade =3 =7
Festival Time Underwater
Mud Pies Ladybugs
Robins Return Spring Time
In My Garden | 1996 | 123 Spider’s Web Sunflowers 23
Bumblebees Swinging
Caterpillars Tag
It's Raining Tall Trees
Autumn Leaves Lazy Days
Baseball Practice Leprechaun’s Dance
All Year Celebration Let’s Make a
Round 19984 12 Easter Eggs Snowman 3 37
ou Fireworks Off to School
Hallowe'en Night Will You Be My
Kites Valentine
Hurry, Scurry, Sea Urchin
Little Crab Lighthouse at Dusk
Into the Waves Sandcastles -
| = o Eae
At the Beach 2004 10= Digging for Clams Sea Shells "
Beach Balls Sailboats
Teeny Tiny Fish
Puppet Show Sunken Treasure
Party Hats Pinwheels
Surprises 2005 9= Tickled Pink Ice Cream Cones zq
new shoes Rainbow
Best Friends
Rollerblading Magic Carpet
Hot Air Balloons Go Team Go!
Here We Go 2005 10=F On My Pony All Aboard! g 27
In My Kayak Carousel
Taxi! Taxi! Skipping
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IV. {Celebration Series Perspective)?f] +54
Uotuj29] mopk 5

<Celebration Series Perspective><+= Frederick Harris3) Z3AFS FalA A AH o= 3}
o Ayt A AMEHI e Fote FFE 3 wAolW RCMA 32414l Totx
W7l AAZ 2ol ok Yolu 29 ZEF-2 <Celebration Series Perspective>2] 1HEE 4
H7FA] <Piano Repertoire>2} <Piano Studies/Etudes>°ll & 10340] 5 HoA 25 55

L < 2>9 Zt)

(& 2) (Celebration Series Perspective)0f| 2% L|OjIjAQ| XE ZE

sigaEs 48 M= EA 2y | HXH| A otg g3
L8Ee YriE A& P
Sparkler Yo 2EIE HIaY S
. H¥Z 4235 AstE Ao
<Preparat01jy piano Ct 6/8 | AA’ o o ;]r %'Z;Ej] i %}L; %f u}?
Repertoire> Ta 0= SUTYEY OA
Preparatary £71% A9 e ofsil o Ek
gz oA &rte s
Playful Puppy 34 shat, F vie) FEe
<Soda Pop and Other D 4/4 | ABA' | wlotg] mo] ER Aot} =,
Delights> LB ZAMAE vt BE
U= A9 & & o
Fuhd e Ade] 2EYE
53] AR AA=HA Aot
Hide and Seck 2% £52 Hoe &9
: € and oee ZARE e SN 5L
Repert S
epel ore <Soda Pop and Other Fz24 | 44 AB ooz ALl &AL
Delights> st EARE wA @
o 55 WY 134 e
el EeES PEEnes
IEEHARZ 2¥ st
7heel 9ol Boji &
BAEIY Z= @ Aolth 2
Repertoire Autumn Leaves w24 | 44 _ d2Y AgolAnt Zgojzrith
2 <All Year Round> ° S2g0 IAA 28
gojAw zzke] EAME
ZAdsHA gt

3) Frederick Harrise= 1904'd A9 A EEHALE <Celebration Series Perspectives> A S &gt
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gz 48 { M= EA 2 | HXH| A otg g3
o] HFEALUH 27t =
AellA €etold st BEe
~ EARIT BAY A BEe
Penguins x| 44 | AVAT| 989 eaEuReA o2
<A Zoo for You> 29, Zeto|Yats AHe
WA A A Yol Lo A
VERd T
o 2 nw &9 TAMol
A= A 574 2b7 o] mji
Celebration , dEA= AL B £ 9o
<All Year Round> Do AN geg ones welsle
ol EL, LEEY = HIIES
Study/ FHHMET} 23 o] 2T
Etudes 2 FTE B A FNLEL
350l oheg AFEH7] Ao
Baseball Practice , ZHd&S 3 £ 9e2
<Al Year Round> | DEPE | ¥4 AAB L qagan eee wa
=AY 2E7tETF H2E
o] FE dgolnt
02£3 g 2AYAES
918 Folnk. AAA7E AL A
Bike Ride cze Y s BHe
<Fancy-Free> G 24 | ABC BASAT FE0E F SEHE
2ALH Al SHE 2AdE
Study/ Aga.
Etudes 3
o] F& 7|l "gelA
cpop | BRAE A8 gAY,
All Aboard P44 | T | wEsls 2Ho e sEtEe
<Here We Go> 84| opao] wapahyg ]X}ﬂﬂial =
W 2ol Solth
G AH oFFHgow
EStgdy/ ] _pasaquerade C |3 | M5O oo ozazies et
tudes ancy-rree a WEE &R o] 2ol AT
V. 48
Yol 2o ZES AHE A7, JUE ofd FHAE0] A JES B ZHT
P 537 05?3}7% H}?}Pﬁi AL, A Qs 1E]a TVolM Bl 82 AXES 59&

Sohi g ek ol e sty Sol
=2 gk £3 A4 & Y

3

3L A
A9 ¥ %

X0, Ulo

= =
chep w% AT £HYL AFE

86 « 201414 63| St2mlot-m4HEts| SHALH3



A4 QPYTE] Lo18 2AZ AGH) AV S 2 & B 5 Utk B 4
S WL S forgolA A7k 3% 274 AFse] BE AR td B Ay
qg BUYOE AL Y TS FEATE Aol BRI PR 213
Hopart 4% BEHUS W AN SoHH TRVt H Eobd 4 9] el
& YT} o Toj A 29by] We] BAE AT

2 Fal SPuelA F deAA e 27k Vo) o)
%74 747k gl el A%l U@ A7 BAglel o FoiA o

Sk

Albegro, C., Alexander, R., & Blickenstaff, M. (2008a). Celebration series perspectives: Piano handbook
for teachers. Toronto: The Frederick Harris Music Co., Limited.

Albegro, C., Alexander, R., & Blickenstaff, M. (2008b). Celebration series perspectives: Piano repertoire.
Toronto: The Frederick Harris Music Co., Limited.

Albegro, C., Alexander, R., & Blickenstaff, M. (2008c). Celebration series perspectives: Piano studies/
etudes. Toronto: The Frederick Harris Music Co., Limited.

Niamath, L. (1982). Watermelon and friends. Toronto: The Frederick Harris Music Co., Limited.
Niamath, L. (1983). 4 Zoo for you. Toronto: The Frederick Harris Music Co., Limited.
Frederick Harris Music (1886). Retrieved February 28, 2014. from http://www.frederickharrismusic.com.

World’s Largest Sheet Music Selection (2013). Retrieved March 6. 2014. from
http://www.sheetmusicplus.com.
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12:25-12:50 ZH|TA|E HEEE : AbO| (SHM|CHEtD YHCyEHY)

<Celebration Series Perspectives>°| +=S4
YT =7t HFE-: Jean Coulthard

. ME

204171 FHYTHE g EsheE A9 ZXF=(J. Coulthard, 1908-2000)F A< 3+ A7)
of 24 37}, A§7IE &5t SotEoke] We 4AS AUt IdE 533, Ay
off, Aot A, wE, eHe, 5 F OYd AEE AFEdoH, us5H
< dal vloled, AR, Fol g vl TFA A AF

Jolx WSE WA <Music of Our Time>+ B Y A ¥ A<}
o WAL A A 2@0o] T} o] wAjE A==} Trii(D Duke)!), i(—}(]. Hansen)2)2] 2t&%5

Z3atm 2041719 TR AU ES B ATk B Ee S0 o A E
2 doZdntgt A& BA G SEFAE stolm WA 2041719 S4B Y-S 1 A

iu) r
oo
ot

il
o

oo g
.l_ rlllo
Y
_|2~I_‘
Q‘L
8
o

54 7}
24 2

@]
=
=
3
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V
R
i
r&ﬂ
i
0
s
lo
L
K
o
Shid
ek
fitt
=
A
=
Z
o
S,
@]
g
=
3
('D
32
o El
Ho

1) 732= 197040 British Colombia th8te] A F & FA=E AAFEL 29, North California T 3F 2 o]
A ot 3 AAE HSSAT 2087 A FX=e A4S T

2) &2 B EA FERolFY nAA G A 44 HEH JJOLL 9 <2 Wk British Colombia T 8ol
A ot of A& AF, & FA=E AAAT @A 257 A7 AN, ARABAR BF
Foltt.

3) 7 Fo] £& Ho gloer, IS ‘Birthday Morning’, ‘Star Gazing® ©]T}.
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ol wARSON A A= FHMAE Lvfstaal g

. 3 SACY Mol ¥ A%

19081 2 10¢, FAFE+ Ayt IFH A SAAY I 2399 JFo= of
HAFE dA o] b Ao Aol 23S AT 2040l F=o FHo
Aol Astate] L A2 R. V. Williams) S 21d &9+ AW%E}. IV 1940 ZA] AlA
HHoE mmoE WY 3 We FH AUEH T AnEE A2 (A,
Schénberg), 7. 2(D. Milhaud), -2 5(B. Bartok) 2 H-E 592 H|H6S vl o Zgof
E 29 wF vAIYE(B. Wagenaar) 2HE 437 A4 A 2A=5719& wiglth 1d+
19479 58] 1973702 BeJElA] ZEHoF thete] w=E B EHo 253 Sofol&s
7FER AL 196530 = G ZF7tolat AFARE AFHG. Jacob)t A BH P
AS SFATh =3 88k 29 A o8], J. Johannesen's International School of the
Arts)9} W32 AE{(Banff Centre))ollA ThFet Iy 9 AvjyE ZYst= 5 271}
wS7tEA Y YAE Fas] 2zt

I 592 G4 AL, AEF AN Fo3E il T2 dEilen ole
Y7 2AH 82 HAS d7lol T2l 2Y e 204 7] iyt SofEokol A thet <
S 7131, 2000 3€E 99& EoE AE mtYTh

A}

_|_>|~1_‘

. 3 BACY mop AE

FAEE ol AFE0T EXR FoR YRTL ATagon 522 s oY
C TAFC WED 91 A4S A% HA] RSTSS B UREe] A4FL

4) Jean Robinson Coulthard2 &AL, Ae7IE SHA, ey} 22 g~ ZAa7lE9] 292 Aadh.

5) oAl Z=rE AF S Z = ‘Piece for the Present’, ‘Indian Chief’7} 129 ‘Indian Chief’= <Music of
Our Time> ‘#]H]w §& o 29t}

6) 1WE o] AL AXAE “Criticism lessons”Z+al 23 T},

7)WME AEE ded F4E 17ste AHZ wd AA 459 8,00080] A& d<vt, 2L AT
dEo] oJ4E e ZE2 I o3t

8) $1 AFO]E hitp://www.musiccentre.ca/node/37190/medial A AE7]5& &) & 4 9t}
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EAE AYa o AASZHE Y& W 53 <Aegean sketches>, <Sketches
From the Western Woods>, <Image Astrale>¥} Y¢S 2HEH T2 AWS I &
= <Early Pieces for Piano>, <Pieces for the Present for piano>5©] UTh W &&EZ 2] Fjo}x
E- <Music of Our Time>3} <Student’s Guide to Musical Form>+< 204719 &<t~ e¥ 3}
ol FAF A AlFI

IV. {Music of Our Time)

FAFES] <Music of Our Time>9] ZFTAL thF <E >3 20 5 AFE <
‘Prelude (for a Wildflower)’, ‘Four Variations on “Good King Wenceslas™, ‘Sonatina
(Seascapes)’ v LA AR FA o] 2041719 A=71HS AHEZE FAFotolth B3 AR
A} ] ‘New Dolly Dances’, ‘The Jackhammer' & AlAE AF&3 E}e}r] 7|3 B3t
dA o] AASHH Vol. 15E Vol. 87kA 204171¢] 7HI0ES FEA 58 + AU

o

(& 1) (Music of Our Time) (Musique de notre temps) ZHE SE

oMy +& ®EY H|0| x| sdE5UE
. 5 £ A (1123 /2939)
Counting Song
Sorrowful Dance 6 o &t AW
1244 . )
Indian Chief ] AAE, k& W
The Ech
© e 9 SERE 29 mf. mp(Hote] &)
i P.re— New Dolly Dances 13 E &Mzl )
iminary . .
Book | 22+ The Laddie Plays His 16 o Ho} @y (“Hil"), 5% oA
Bagpipe
Birthday Morning 18 oA Ertd e ME AeolE
— The Jackhammer 22-23 | AAE BHSS, F4 F= (Pause Chords)
gl
* La belle Francoise 26-27 FES AL FAAE
9) A N2 F FF F& EF 95, FL 8Fo] Jlon FAEY T EF U, b 4FOE F
A=
10) A0, 2&87, 5870, 1288, WA, 2595 &4, FAEE, Bay, PR, WA, R, o
93, A2HTE HJE, WS, B4 25, 9459, @ 377, E EY2H, AAE AEsteE
71 Eoltt.
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AP B! +E NZ49 I 0| x| & &
Alexa’s Music Box 7 ThoFe "z} thojuty o] W3}
A First Chorale 9 HE7F FAAAG ol A, FeEE
Volume First Little Dance 11 = £AF, Rit
1 Alexa’s Bell Song 13 2% FA, HE
By the Fireside 15 H7lE, 9%, FE
A Little Joke 16-17 | g% &¥A7)|(E—1 ) 2XzZAE
Good Morning Song 5 A4 &4 (Modern Sound-(DAB3HS)
Goodnight Song 7 Wz AEHIE
Volume Yellow Emperor 17 FES AT FALNE
2 Grandmother’s Nonsense Song 21 | 9Aol(th-th-th-), ¥ wa, EFsS
Lullaby for a Baby Seal 25 Ry 243 gUlE
The Sailor Boy (A Hornpipe) | 28-29 ZB7LE, JAE, FRIE
Smoky the Bear 9 HE, Gt 3438 53 FAL 24
A Cold Still Night 13 125 WA, & €7
Volume The Whale's Sad Story 17 | 28& WEAl, A3 FA(Modal Cadence)
’ Eccosais 21 % 9% (13 53.), #50]Z ARRE(—Lr)
Grandmother’s Favourite Christmas o7 AE(ENDS o2
Song
A Walk in the Woods for Two 7 =g, 97t2Y 3%
Dancing to the Gramaphone 15 - g2 YriEHE, TS
volume Grandma's Blues 2 |2 E 2U2HGABR), Wi (44, 45)
Grandfather’’s Harmonica 25 FEzt w39 S9E (HRYF 5 F)
Clear Waters 28-29 BIEE AE, 2vid #HE, 4/897
The Rocking Chair 6-7 A F5A7] T2 E 717
Volume Cello Threnody 13 | AMEADM-GM), W83 (3/4/ 4/4)
5 The Happy Photographer 17 s, TR A He 539g 4 )
x Twilight 28-31 HEIZE, st 33
Prelude (for a Wildflower) 56 e F70, 28 gle =9 wlw
Volume Winter’s Northern Scene 16-17 85571 (A RAY, tojue o] S
6 Strange Dance 25 HEkzk(6/8 9/8), 12248, dEnA)
Star Gazing 29-30 | 4/4¥rARe} Fukzk 12589 933 A9
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R 42 ZEY 0| x| tEUE
Lyric Sonatina 5-9 | 224 (Polytonality), Mozart A~YEY] &2
The Eagle’s Nest Above the e
VOI;]me Canyon 16-17 | = 2228, -3 2ALRFEA
Quiet Song 36-37 —/FE“ E W, Azl (5/4, 3/4 6/4, 4/4)
 Villanelle (Country Dance) 40-45 E25Y2(ABACA), RIE7lE, 711 E
* Lullaby for a Snowy Night 4-9 Wukzb(4/4, 5/4, 6/4, 3/4), FIE 3 E, 16va
Three Bizarre Dances 17-21 Hulzl AXEHTFE #HY, nf2IEAR
Volume — - -
] Four Variations on ”Good King 3343 glz0] Z4 PEWZE Uz
Wencelas ’ ’
Sonatina (Seascapes) 49-60 Hekzl, B24(CM, Bbm), 2284

*EAE TAS S % FoTolnh

i Aol A A u Egolo B FEL 142

<Music of Our Time>< <l

=g
=
A AEHGOH <E -9 Ze S B0l Yok AA, 4D AL ol A5
S =

P~

@ 27 ENAe QaFel ot 2EYe ot 242 Hold REd 34, Ty
o tholube), e Fal S SAH ZRo2NY PAHOE SopH ofn|AE T
T 5 A A A, ) (Astol x, Etolx, SEUFh EIL(SIAA, AR,
WA, AYrhel 2AE FoA ted M A3 oz TAEE AU Y5L
Y& ewoE ARAL AM, BRI, ST, G @r)HA 5 2L FEAA
BARE S Aol oW @ Bgel 29718 BedodonA F o AT Lotdd
2992 2% 4 ok
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(E 2) (Music of Our Time)oll +E= ZE HHQ| AX{

oIz, o) 52 Mg anmg | mep) xie1, o1y
AR AL} ) -
olt)el =% =TSP AL =g (NE F)
ade Waelz, | wa v | me A |, | SAEACEED)
NUEAEHIT) | GF 9o w4 |4 gAY | oo o | EOEEE 8
e 57 z o = ae s
FeANe Fae | wdel GE | agEe 7| B0 S %
FoluA9| Uzt | olop] o wap, | ETICHED merel
goiue WA vl | ooEee e | oAg vy | o I A 28 A
CEBEEEL A7) A o}y e i
g antx = =gt A&l H5 27
f‘_r:_}u.lag/]g_lgl_f?'__;\ " = 9l uke] ATt

V. {Celebration Series Perspectives)V]] £5H 2Aft9 A5

1. ‘Birthday Morning’1?)

<39 1> 5944 onAE HA AT F J=F AUt ZUt HAdsd 1ve
<Music of Our Time>2] & ZtFol| FA 9} Add e Aot 27 AHS BHZst
FATH12) EE W8 ‘This is a very happy day!” &7 =2 A28t ZoA =3k A& o]
SYeA Bt oA AY S8t Uk AdE&s A& FROE BE2 o] RES
CodaZ AAIZY. <tH > oA EQSgS dHo] AASIH LEES OAl &
7etoje o) 2 Wo) Agols gt ot Fd ol AHES Tl Y Vnd e &
Aa AEE 78S BEAS Codaf#?l <¢tE2>E ‘Much Slower” AAIJZ F& &
A PHF-E] kAl ‘Thank you for---" 9] 7|+ ARG} S5A7F o thdk o]opr| & &3l
Y e 4FE SIEE B

11) <Celebration Series Perspectives>2] dlH]aA] p. 12¢] £FH 2Fo|t}.
12) <Music of Our Time>%] EE 3= FAEY F Jane Adams7} HAQ &tttk EA ¢} B AW
Zgrolg HYHUT
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(3 1) 'Birthday Morning’, {Music of Our Time), GlH|ZXH, p. 18

g B

et

(L 2) ‘Birthday Morning'el 10—120tC|, (Music of Our Time), GiH|ZX{, p. 18

Much slower
Beaucoup plus lentement
L] 1

2 -ir
e
o, 1o de¥ o |
P P
= o — iy

Thank you for- ......
Mercipour.. . .. ...

2. ‘Star Gazing'13)

<ofu3>o) 2mhE 128 7S AHSEte WES BASEE Fo 433 4SS A

o, “Star point freely’ = WAL Qi Feiol A AHEA AFsekE AN o 2 Rl ol
el 2] 2R ANTT <oh 4k AT AD3 2047 Sooliel Aol
LA, WA SHUT

13) <Piano Repertoire Celebration Series>2] 6% pp. 36-37¢] #FH 2Fo|t.
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(AE 3) ‘Star Gazing’el 1-20tcC|, (Music of Our Time), Vol. 6, p. 29

ﬁ% ................... u

] M ¥ . 5

fas— 15 e e =

i i

mystérieusement rayons des éloiles libremenl ——
mysleriously pp ster paints freely
 ———

;s z e S 7 —— o v ——
R e e e e e . =
. 2! E 1;}5&:1& appuil v imporie leguel doigté I !

pedal hold | any fingering
ped, ——A

(AE 4) ‘Star Gazing'® 4-50tC|, {(Music of Our Time), Vol. 6, p. 29

Moderately

e 3
EE === e ¥e =
4 = —
& b_.:g s,jf-—‘—'“-‘-;l::-
i F] r} 5 2 —d 4 g
A A A

V. 28

U9 e Folix TFAEL 2041 7] Foln ZFo| tiE) FEg
AA ZQ A tigte] zgtete], Ao AEFS HE w W o Rl AWsiE ok
<Music of Our Time>-2 ©]& gtFatol| Al MubA Rl 204|719 St~ EFY-& A AsHA st
Holx e AFES T 24 9FS A Frlo] Mg £ wAolth £ AFE 5
st 1149 Sof AFES UFE ed% =7bEC] Bol A7IA 54 vt § yoprt
el & LA A F2 204719 wEAE] e F B AU EEE] o] Fo{ A A
=2 7] tis) &t

okt

Albergo, C., Alexander, R., & Blickenstaff, M. (2008a). Celebration series perspectives: Piano
handbook for teachers. Toronto: The Frederick Harris Music Co., Limited.

Albergo, C., Alexander, R., & Blickenstaff, M. (2008b). Celebration series perspectives: Piano
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12:25-12:50 ZH|IHAIE UE : 2P| (MBSt Yetoiste)

HIFAl B Mo|Z(Schenkerian Theory) ¥

Wolfgang Amadeus Mozart?| <Piano Sonata
K.331> H1Y4yZ FHe=

[. NE
goke F2H o] ohd AFEAA AYL FAA FFNA AF BT AL
NolZTh Mt AFAE BEG AYBL AT AF Bl A A37hel =S sheral
o

°J(E. Narmour)= AFAE0NAl QA% |2 MHORE 3t B4S A5 M=o

Z Q7 HHF Y, 2012, p. 13914 AUE). B2 B0 ZFEo] 24EL oldsta 2
o] Eoi7b= A WA, 27ty 9gxE 43 B & ke AL A3

geth 28y B4 2E old 9} AFE SEEA 237 BaAdH A7 AT
ot~ E W] 292(B. Berman, 2004) ¥ ZrF< olslist=H 7 8¢ @A FHEol
A F8% A F9 ol A A A 5] YEtErtE I8 wEste A
olgti gttt EAol&= Jintet Y Aol S F ed B dATE B YW F

+o9s FAstE 24EEE A 34, 24, 34 52 TR AAHE 4
= A2 B4 o] E(Schenkerian Theory)2] 712 7l'dol tste] drotry, 7H2be) AdE
E

(W. A. Mozart)®] <Piano Sonata K.331> A|1¢}%o| &8AAH Er}.

#1714 2£M0|2(Schenkerian Theory) ®7 <+ 99



II. o]24 b3

e oo % % CIE I T op Ty w B m% Mo = oF T
= B W Nog R T N G oy o X R
%m%ﬂ W Boor ﬂ%%ﬂo_uWﬁME%
B S o o4 T i TN T W oy o ow
o LAM = B 7o X ~ < ol HHl HXO " M_ﬁ op T v m,n__
Moo S g b o ORoar — W e NN o+ z
) JJA_J;;Q:A 0 X IS ZL‘_I/HJuﬂ—_W
N O = = oy W S NI R Xx F
w __oﬂ = M o mo_ E._ﬂ ) ™ L_L a o AWA__M_ B! o =z WL
.l_,m-mlmﬂ,o| Mﬂqm_uc,_ ﬂWMﬂE%ﬂEMmW@:.
R s wt g R o T oop X oF a.mw_o_um;
T oa o N SAE sz I e 0w
5 o X oo WMHQ E_E#ﬁ,%o_aomﬂowqﬂr
S o o o N ML o X ~ o =l % I = | o o
S om W TR ® o_n%o_uﬂﬁ%ﬁio_uwﬂ
S. oF © Nd _n._u_ﬁ T w® o Py o) o N o ~+ v Ay ol ol o
T T g W ™K O o B ETR ___a,waﬂr.ﬁﬁ. MﬁﬂEE
D Xwmow e DRy woH o TR R R g
A ml}f%z_ i oﬁ_gwaﬁcywmﬁuﬂaﬁ
s T zE TETE . L}:o_nur&r_eﬁuf.woﬂ_eﬂ
-~ J o= o . U -~ 0 1l -]
s PEERpYATIT g Bt ewdosol
S " 22 FPxw LI om calia L
= g = T ®" ' = [ —~ N ol = 2 H o —
@ er.PqumﬂMue_ad;wlﬂ B T Lo._oﬂmﬂulﬂamuA
S ﬂﬂ@nhegaﬂﬁwaﬂni 7l E_WWLW_WWHO_E]WG’
= W o M o = R gk & = .= T AW g 0 P
Pxy ,oﬁﬂﬂﬂ,l;ox_j lﬂ_w‘la:;a JuHT_ r
o JrTERLLE R0 M TE IR T oy g
i o I RTTR S e o T o F R om o o 5o
— ol ~ X o ) K oy -
o) = B T K 2oz o g o =
T FEN Ry BRE £ DaedlraTie]
ko) - —_ N— 7] A
OH o B oy W oo m mr_m o ™ ol T M E N %utﬂwma .
=r arxeﬂmﬂ%ﬂ o o = HT_@HH%L_LAﬂ%Wow
T oreiFEgiEt B JRETECCLEN
W xTx oMyt g g m oxg Wk Ty
. - Bl - B IR RS ; PTEXMET LW TDE
— T K S TR N o N NR N R LA RN
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thoo] 3 AL ANHOE BA, ofF vhr] AAE [o] AFHL Y B 5 Utk
2,12 AF3 VE REARAL, VE 53 12 FAT B9, 13 VAR iigol F 7%
2 FlshE, PRAOE 9% 12 AYFHE 4TL S Aol

AZA A 2 BT S50l o HAH BB R B4 APl YAH A E of3)
e 21 Aol AFstes 3o ShEWA B THR 0 Sotstn, 2489

H
H
st o] Hop g2 AokE 2t

o

(U8 2) BXI2EQ| (Piano Sonata K.331) M12% oiC| 1-8 312 Xk

!

- . - . - -
WFI.——-J—! — i lli?- -

e ] t 1 T m| L —r i s Tl

I
11
L
P
L

I (Vs viz Ve 1) iie V 1 (Vs vi?Ve I) ii¢ V 1

4. W5 (level) &M (fundamental line)

AA2 EAo]Z A B4 AA FYolA WA F(foreground) &2 FH L3t 574
(middleground)& &3 #1735 (background) .2 &dl= ©<es} A olgty @3t} o] o]
ANA 7Hd SAA I T Sl ATE A A FFY ASoE AR FEY
A V-1 & SN F2ACE 7} FA% SEVCE FAE AT, ddHg A
32 AA EEHA He AAF, AEal & S Aol F4F 0l Aot o] AFE
Tole F24 Fa4d we YAV 49T A Tole 7] Z(fundamental

r
de i ofw

=

structure) 2} F-2& 29 dAHJ] Fx7F EAEH, WA FNA S48 84 E 7HH|A
0 e A gote] "k wEbA, dA A EMo2e AEFS FASe T2AEA EA

2 ADHAL AATE AN DA R HejEe EHACE o|HT 5 il B
KN

A 24T 24 AA ol A 7]5]—7‘40 oJH & FR3%gol Eoh o] F23
S 7IET2E EEdUet BARY AR 552 AAGL Ee 25AH A
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(24E 3) ‘Olie the Goalie’, {Sports), p. 9. (2%E 4) ‘Being Obnoxious’,{Amusements)
2H, p. 9.

Olie the Goalie

Being Obnoxious
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12:50-13:20 203= Yt : Dr, Joanna Kim Doyle*
(University of North Georgia, USA)
ZIE: 0|8 (oF2| MY MYUwS)

A Pedagogical Guide to Aram Khachaturian's
<Piano Concerto in D-flat Major>

I. Introduction

I am now completely immersed in the Concerto, which should come out brilliantly-:-
Every composition should be an event for the real artist. It should pose a problem. My
Concerto, being the first national piano concerto, might stir the minds of young people, at
least it might induce our master composers of the future to consider this genre from the
viewpoint of national material and to proceed from the existing modest attempts in that
direction(Yuzefovich, 1985, p. 101).

Aram Khachaturian is one of the more popular and accessible composers of twentieth-century
music and is probably the most well-known Armenian composer in the history of western
classical music. His <piano concerto in D-flat major> is, in fact, the first work in that genre in
the entire history of Armenian music. It shows the composer’s love for native Armenian folk
music and his profound interest in the genre of the piano concerto. The world premiere of the
concerto was performed by Russian pianist Lev Oborin in 1937, and was received with great
enthusiasm. Oborin, to whom the piece was dedicated, performed it in Moscow as a part of the
Festival of Russian Music. The subheading of Louis Biancolli’'s New York World-Telegram
review claimed, “Khachaturian May Displace Tchaikovsky!”(Arzruni, 2004). The concerto
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became widely popular among professional pianists such as Arthur Rubinstein(1887-1942),
William Kapell(1922-1953), Moura Lympany(1916-2005), Julius Katchen(1926-1969), and
Alicia de Larrocha(1923-2009). The concerto remained popular until the 1960s in Europe and
in the United States. The popularity of the concerto slowly diminished after the 1960s, possibly
due to the death of William Kapell in 1953.

II. Need for the Study

Aram Khachaturian’s <Piano Concerto in D-flat major> offers different challenges in
comparison to the well-known concertos of the eighteenth and nineteenth centuries. As a
twentieth-century work that is stylistically “modern,” this composition demands familiarity with
piano techniques such as percussive effects, note clusters, and extended use of the pedal. This
twentieth-century concerto requires great mobility caused by frequent changes in texture and
keyboard register. The piano is often treated as a percussive instrument rather than as a melodic
instrument. The creative and unusual use of harmony, such as complex polychords and
dissonant intervals, contributes to the uniqueness of this modern work. Khachaturian’s
borrowing of Armenian folk melodies shapes the harmonic language as almost modal, and the
use of added intervals to basic triads further expands the harmonic vocabulary. Technical
challenges that result from his expanded harmonic language include expansion of the hands to
play widely-spaced chords with many interior notes. Diverse articulation markings such as
legato, staccato/staccatissimo, slurs, and accents/marcato are also technically demanding,
particularly when played simultaneously and in continuously-changing patterns.

Another unique compositional feature of this concerto is the use of Armenian folk musical
materials. Khachaturian intentionally tried to imitate the timbre of some Armenian folk

instruments such as the douduk!) and kemancha.?) Another innovative timbral effect occurs by

1) The douduk(duduk) is a double-reed aero phone with a cylindrical bore, eight finger holes, one thumb hole,
and one tuning hole on the posterior side near the distal end of the body. It is made of apricot wood, and
is found in Armenia and Georgia. It has a wide reed which results in a unique, mournful sound. The duduk
is also the national musical symbol of Armenia (Andy Nercessian, The Duduk and National Identity in
Armenia [Lanham, Maryland: The Scarecrow Press, Inc, 2001], 115).
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incorporating a unique percussion instrument called the flexatone3) in the second movement.
The flexatone creates an eerie vibrato sound. Khachaturian was the first to use it in a piano
concerto, demonstrating his modern approach to timbre.

The harmonic language of the concerto is also quite distinctive. Khachaturian’s harmonies of
triads with added major and minor seconds make the piece sound extremely chromatic and
dissonant. However, the concerto adheres to the conventional three-movement Classical

-Romantic formal structure of a concerto. The three movements can be briefly described as:

1. Allegro ma non troppo e maestoso: a large-scale movement with a series of majestic
chords that build dramatic tension between the soloist and the orchestra.

Il Andante con anima: an introspective and melancholy movement, in which the piano
subsides into accompaniment, then resumes the role of soloist with a lyrical yet
passionate cadenza.

Il Allegro brillante: an intense, rapid dance which concludes the piece in an exciting

manner.

Clearly, the opportunity to learn a “modern” concerto as opposed to an “old standard” from
the eighteenth or nineteenth century is valuable to pianists and piano teachers committed to
discovering new music. Moreover, studying concertos can have many educational benefits for
students. Studying a concerto broadens students’ learning and performing experience through
collaboration, which teaches them to learn not only a soloist’s role, but also an accompanying
or secondary role when working with an ensemble or second pianist. When studying a concerto,

students are encouraged to listen more actively, and this benefits their listening and

2) The kemancha is a long Armenian spike fiddle with three or four strings and a round, skin-covered, and often
beautifully decorated body [Danielson M. Reynolds, The Garland Encyclopedia of World Music: The Middle
East [Vol.6, Routledge: New York, 2002], 1084).

3) The flexatone consists of a flexible sheet of metal suspended in a wire frame with a wooden knob. The
player shakes the instrument with a trembling movement which causes the beater to strike the sides of the
metal sheet. The instrument was patented in the United States in 1924 and was introduced as a new
instrument, making “jazz jazzier.” It combines the timbral effects of musical saw, orchestra bells, and song
whistle (James Blades, Percussion Instruments and Their History [White Plains, NY :The Bold Strummer,
Ltd.,1 992], 393.)

A Pedagogical Guide to Aram Khachaturian's (Piano Concerto in D—flat Majory < 123



collaborative performing skills.These collaborative performing skills cannot be learned from
studying solo repertoire but can be transferred from the concerto experience into students’ solo
performance.

Another benefit from concerto study is developing the skill to coherently project a large
formal structure, demanding that the student demonstrate interpretive consistency throughout
each movement. Score analysis with regard to instrumentation assists the student in aural skill
development. Studying a concerto can also promotes an awareness of interactive writing
between soloist and orchestra, developing in the student a keen sense of musical color(harmony
and timbre) as interpretive decisions are made(Seidel, 2001, p. 2). In particular, as Lev Oborin
observes, the Khachaturian concerto engages the pianist in a “strenuous contest” with the
orchestra. This makes it an excellent vehicle for developing pianists’ artistic confidence. In
addition to possessing characteristics of the “modern” concerto, this work is very pianistic, in
the same sense that the “grand Romantic concerti” of Liszt, Grieg, Tchaikovsky, and
Rachmaninoff are. As is typical of Romantic concertos, the work makes technical demands on
the pianist. For example, there are several passages containing rapid octave movement, and
rapid and awkward passages. It demands a very powerful tone that often dominates the
orchestra, and therefore the performer must possess considerable stamina. In short, this concerto
is technically challenging and musically engaging. Undoubtedly, understanding such diverse
technical demands will help the readers gain a full understanding of the work which will in

turn lead to a better-sounding performance.

IlI. Inspiration and Background

In the 1930s, while Khachaturian was completing his studies, Soviet Union was in the midst
of a great political upheaval, with various factions laying the foundation for the communist
government that would soon rule the country. Even as a student of music Khachaturian was not
unaffected by these political changes, as popular music also classical/art music was among the
most staunchly governed aspects of Soviet society at that time. Musicians who proved

themselves worthy to hold positions of power in the state bureaucracy were almost invariably
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appointed a position in the Moscow Conservatory to influence the music that was being
produced(Lawson, 20014, p. 129). This political influence led to extreme changes in the way
the Soviet classical music, particularly the concerto, was being composed. One aspect of Soviet
musical aesthetics that Khachaturian readily embraced was its enthusiastic acceptance of folk
and folklike themes into classical genres like the concerto. This government-sanctioned blending
of folk music and classical composition laid the foundation for the composition of the <Piano
Concerto in D-Flat major>. Khachaturian's Piano Concerto drew heavily on the influence of the
Armenian folk music that had played a vital role in his childhood. Along with the rhythmic
folk music of Armenia, Khachaturian's Piano Concerto also drew heavily on the “Oriental” and
exotic sounds that were beginning to make their appearance in Soviet music at the time. One
example of Khachaturian’s use of “exotic” material is the piano concerto’s use of the flexatone;
it remains one of a relatively small number of classical pieces to include it.

Khachaturian's Piano Concerto was completed in 1936 and received its premiere in the later
part of the year in the “Small Hall” of the Moscow Conservatory, featuring pianist Berta
Kozels. Its first public performance was held in Moscow on July 12, 1937, by conductor L.

Steinberg and pianist Lev Oborin.

[V. Analysis and Observations

1. Allegro ma non troppo & maestoso

The first movement of Aram Khachaturian’s <Piano Concerto No. 1 in D-flat major> uses
classical sonata-allegro form. He blends this with folk music materials treated improvisationally.
This movement emphasizes emotional expression and virtuosity and offers a variety of technical
and interpretive challenges for the pianist. The harmonic language of Khachaturian is eclectic.
Although the harmonic framework is primarily tonal, he includes elements such as tonal
clusters. The movement starts and ends with D-flat major, which is the notated tonic. However,
that does not mean that his music uses functional chord progressions. Rather, his music

revolves around the tonal center.t is neither major nor minor, but uses non diatonic pitch
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collections. His harmonic thinking, rooted in “Oriental folk music”, is highly original. The
switching of time signatures is a favorite device that Khachaturian uses in his instrumental
music.Khachaturian often uses the combination of even and odd meters to create abrupt
interference with the metric foundation of the music, which never fails to catch the listener’s
attention. These rhythmic “disturbances” or shifts, interrupting the smooth flow of music, make

his compositions turbulent, impetuous, and acutely dynamic(Shneerson, 1951, p. 41).

2. Andante con Anima

The second movement of Khatchaturian’s piano concerto satisfies conventional expectations
for the second movement of a concerto. It offers a change in character from the outer
movements in its general mood and tempo. The second movement is more melancholy, yet is
still passionate, presenting a sharp contrast to the triumphant mood of the first movement. In
the second movement, one can clearly see Khachaturian’s love of folk material. This lyrical
movement is based on an old Armenian folk song that was quite well-known in the
Trans-Caucasus area.Khachaturian describes how he arrived at this particular theme through the

“elaboration of the melody of an unpretentious Armenian song”(Shneerson, p. 40).

I found the main theme of the second movement of my Piano Concerto:--by means of
subjecting to adrastic modification the tune of a ‘light’ Oriental urban song:-- But by
changing it radically, by considerably developing it I have come to my theme::-. By taking
this melody as the basis for the central theme of the Piano concerto I obviously ran the risk
of the critics tearing me to pieces when they learned the source of the music. But I departed
so far from the original, changing its content and character so radically, that even Armenian

musicians could not detect its folk origin(Khachaturian, 1952, p. 40).

(Example 1) Original folk song, ‘“Meh Avara”

Allegretto

126 « 20149 Ri63| St=mjot m4wsts| Star)3]



Besides its innovative use of Armenian folk music, Khachaturian’s <Piano Concerto in D flat
major> was also among the first compositions to incorporate the flexatone, and to this day it
remains one of only a few classical compositions to include it. The flexatone is a percussion
instrument which was invented in the early 1900s. This instrument’s unique and eerie vibrato
is generated by a shaking motion, which causes a beater to strike the instrument’s metal
sheet(Blades, 1992, p.393). In mm. 49-80, a flexatone plays the “Meh avara” theme along with
the first violin. According to Poghosyan, the composer uses this unique percussion instrument
to imitate the color of two specific Armenian folk instruments: the wind shvi(akin to the
piccolo) and the kanon(plucked instrument similar to the psaltery)(Poghosyan, 2007, p.77). The
pianist should be aware of this special sound effect when playing a subservient role to the
orchestra. Technically speaking, this movement is not as challenging pianistically as the first
movement since the emphasis here is on the melodic line. In this movement, a virtuoso soloist
and a symphony orchestra take turns performing and supporting the melody. Sometimes they
share a melody in a very collaborative way. Rather than competing against each other, these

two opposing forces work together.

3. Allegro Brillante

The concerto’s third movement is a grand finale that is virtuosic and joyful in character. As
Shneerson points out, it is “heroically triumphant”(Shneerson, p. 43). It is in the style of a folk
dance in rounded binary form with a grand coda, closing with the majestic main theme of the
first movement. Each section is delineated by a change in character and mood. Section A
clearly demonstrates a folk dance influence: its rapid, steady eighth note pulse, 2/4 meter, and
disjunct, broken-chord figuration gives it a “jumpy” feeling. It is very lively and energetic with
an unrestrained flow of driving rhythm. The lyrical and unhurried style of section B contrasts
with section A. It projects a meditative mood, almost like a recitative in which the tempo is
freer. This lyrical section develops into a cadenza where the pianist is fully allowed to
showcase fantasia-like improvisatory passages that cascade over the entire keyboard. The coda
brings back the main theme of the first movement in a majestic manner, closing the Concerto

on a powerful and exultant note.
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V. Conclusion

As stated above, Khachaturian’s <Piano Concerto in D-flat major> presents diverse technical
and musical demands. A study of the work in its entirety from a pedagogical perspective
suggests the following conclusions.

First, with respect to its technical challenges, the work demands a commanding presence over
the orchestra and long-lasting stamina. It contains widely-spaced chords, large intervals,
passages in perpetual motion, difficult rhythms, marcato octaves, meter changes, register shifts,
rapid motoric alternation of the hands, and sudden dynamic shifts. Its wide-registral shifts
present a definite physical challenge in terms of shifting the center of the body weight in order
to achieve the necessary reaches with both hands.

With respect to harmonic considerations, Khachaturian’s harmonic language is eclectic. The
harmonic framework of the concerto is primarily tonal; however, it includes elements such as
clusters of notes, conflicting dissonant intervals, polychords, and chromaticism. Due to its
mixture of non-diatonic pitch collections and the natural minor scale, the piece often sounds
neither major nor minor but ambiguous. Many of the peculiarities of Khachaturian’s harmony
stem from the modes and tuning of Caucasian folk music or, more generally, “Oriental” folk
music. Khachaturian’s use of unusual scales and harmonies is best understood and interpreted
in light of his interest in writing art music with a distinct Armenian nationalist flavor. The
direct quoting of an authentic Armenian folk song as the basis of the second movement and the
way in which Khachaturian develops it gives this movement a highly folkloric ambiance. The
composer’s attempt to mimic the sound of Armenian folk instruments such as the douduk and
the kemancha also contributes to the folkloric effect. Khachaturian’s use of flexatone in the
second movement further demonstrates his innovative approach to timbre and casts an eerie
shadow over the movement. The pianist must remain aware of Khachaturian’s colorful approach
to orchestration because the piano parts also require several different kinds of touch to produce
an appropriate timbre. For active and energetic passages, the use of a weighted, heavy touch
and activated fingertips is required. More introspective and melancholy sections of the piece call
for warm, soft tones using flatter fingers and mobilizing the arms more than the fingers.

As this study has shown, Khachaturian’s <Piano Concerto in D-flat major> is a challenging
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piece for aspiring pianists. While it is hardly to be expected that his concerto will ever launch
another pianist’s career as it did William Kapell’s, it remains an impressive addition to the

virtuosic repertoire and a rewarding piece for future generations of pianists.
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(U2 1) HE #7|: HEH, (ALIE Op, 27, No. 2) 1943, 1-20t|

Adagio sostenuto
Si deve suonare tutio questo pezzo delicatissimamenie e senza sordine

e ; ; ;
\...- if;f#f#f#f#fjf;fg

sempre pp @ snea sording fe.
-

oy *

A, “Si deve suonare tutto questo pezzo delicatissimamente e senza sordino” (This whole
piece ought to be played with the utmost delicacy and without damper(s).) 2= E7]= A
e A AASHA W E AHESHA AL AFsforgitta A skl glon, A niy
9] “sempre PP e senza sordino” b= XE7|= A & ¥ HHE AHESHA] @A A A AF
Steha 4x3a Yok (<UR 1> HE) A WHE AR gEhae e 2
F A 93 AY Wokdl WS Bof eI AFSehs KO8, <¥% djebo A,
WENY ANE T02 BT A4 AA e DL 0hEA e A A
Sohe 22 BT Sl eomle] o2t o] 2& g
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o melA olzlo]l B HEAQ AFeT DY 5 ALkeHE B0l AR Sk 9
. e b3 Aleldoly ol ZEold 53 2L E718 AR 27l
o =E AFAN BEA Aok Er)QlH WA, AT EAE B 102 mejol
B SheA), ol ® B7b5Tha ofe] FASoksEA LR B Zlelth. ojd], 43
Q) AFE A3 WENS] AZ B s Lol FA oW F 7] E AT, of
WE ZIE AHEA 43S TS TARAA, 437 WENS] JEE EF
L A%E Y 19 9D B/ o9 ol Axs kA6 Bel AR
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£ slzARE, olat Z2ETohn)E o Tobe Aze] Azl Ak 171196 n}so]
(S. Maffei)7} & =30 Ze]~Exe)o] of7|7h AMHRA FHH HrHE B7] A%s)
Ak,

StEAFEY & Ev WS 27 ¥, AHE FEAA Aglle EE 148
o AA ARk FEFE e s W jheste] 2 42E e Aolth mhEl o= 1711
doll 19 & 3“ MZE FZ2Exg Y 7] & “gravicembalo col piano e forte” #,
Aodds Uegd & de dzAzedr Exlom A oA S+ FA9 §

2 Ao 3}0}1]‘:}7} AAA v E M5 WsE A5 AHEE & A
HE T3 59 HE7tES F EARS w2 Aoy ol d&9 S¥ds &
e 7|EAdoltt 2t AF3FATh (Rosenblum, 1988, p. 3)
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AY2EXZ Y N2 ZEHI Tt A o A7H 1%, Awretr]e] wge A9
20095 T3l ZYglel olHAA =t P A, A HEE 2-se 27| FH Y
e 227k A3 o] Lo 7 Zc’i;lf?} Aoz AZtE

stops), TE= AH&ste] 2Aste FEE AX(FE 9, knee levers), e
81514 ETHRosenblum, 1988, p. 39). = A& H$ AFA7}

8 z4%E gz
QRS YFL M B £ o143 FAE ZPARHLE, WE WSS Fr)uvke o
27 2o S4e WRE F u ASaY)o] ARATT AT T WHE So] &7
AU UEE b gAe tlaE SAs By & s S5, $EE 2 wgE F
DAY W 2 292 Aol A2, olo] BT} o 2L S49 WHE 99, £ol of
d oz 28she ANt 1QEUt 1eRe HLRE 4% 08 TE% 9 7
o= 2AFe AL AFAL AT WAA YAE 34 WAE F & Avks FHol
gom TLHo ALRE 7] thE SMo T FHaY AEIIES YIES S0
7% 5= U0t S5 "] Utk 2 9FAV £52 SU0 vE sutee o
of tha AAHOE BHPE AL £E Avks 9ol Atk AT, B W= Fee 5
2e oldd HES BAS H FHAd, 2719 AT FANEL B 24 we &
08 ASAIE 93 A2% G AT AT AZE 929 /)% o doE, FE ),
vhe 28 Fe Beple ERE F 4 b 04 A A7 @ 48 o)
S th
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AgzEx Y] ZEHY ol o] &, 7] A zUYAE0] 0P71°ﬂ s arlsty o2 7}

A HE 1700-1800 RS, AIAET AFAEL A 2L 7S
HholS ol =8 QlojA tha Azte] ARt ZEE oot o T HFY AHES
of el Atgelgtuwt Jzetong R EES HRsto] Qoo AFAEL
Al HEE A A= g Ao Rl A ofRe| AR #7)ste] EHatr|74A
A7) o]/de] Alztel 24 Htt. 1792\ ol oF HI =4 2Efo| Wl E(D. Steinbelt)] 718 ¢}7]
Z3EQl LF(Pot-Pourri) 6HA HZ2Z Hgo] H7|Ho] FHHUEH, ol& FAJAE
ol Fg AR #Hal F O HlF A AAA He A7 @ sl 2R E(D.
Rowland)7} Q1&g 838 "7|uto]ol(]. Milchmeyer)®] & R, TFYE o5 S0 Y
Abgel el FRACE AHE st U5 E T AU

-

ZH Fo}9] & 7|(mutations, HEE dAS) o tal], 15 AFEL FES
< 72 gskon, AFAEE AY AgstA &, AFAEH ol WAE

st & Fadt AR V) ofyetay YA AW, AE|HET} B 24 o] AR E
ol A& orsty ou g EHE B ¢ A gi&l] (XFE FFEFoAA) & TASA

= %A THRowland, 1985, p. 5).
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ZFN A HEs E7I% dE BH, GA ZFEAE9 HEd #g A4 A4S dE
F AZAT 27] #Y E7]= "Senza Sordino/Con Sordino”, “Open Pedal”, “Ohne Dimpfer”,
“Ped.---07, “Ped. ---*" GO & UEPG = Soldt A2 GAI9 477t &gl A& o] &
k7] wi&oll, g vl o]/ie] 71 HEof HES ALESES ®7]% Zlo] o duh (<<

H 3> <R 4 3x)

l:
i

l

(otei3) WY EJ|: “Open Pedal” , SHOIS (ALLEF Hob. 50) 121,
73-750tC|(Rosenblum, 1988, P. 127).

Fig. 4.19. Haydn, Sonata Hob. 50/i (OE Caulfield), mm. 73-75.
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- ) e | jl_"_ rlf_ i 5 3 $
P_popen Pedal Soermo=m—
o e 3 B s e S e e
Z e — —h = ¢ :
L g = =
Rk TP \yz \h,_

(UE4) HY H7|: “Ohne Dimpfer’, Y7|0t0|0], (Z|Ot H&EZ, 59)(Rosenblum, 1988, p. 116).

Fig. 4.3, Milstmeyer, Pismaliote 2u tpdeien p. 50
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= 1800 259 M EM-E o3 JPHARE 7|3 =49 olfEHoldS HEstd,
2Eg|oto| A gho] 2koltd 2ERQI(Stein)d EE(Walter) I ot & AHE-3} % th(Newman,
1988, p. 50). Hof2Eo|z 7] ZEH ol ol #3F B A5 P U(M. Bilson)
< HEHH dfe HolxE thFH o] Hlwsty gt

l-onl

Ty

= A H 01‘3}01“}5} ﬂ-zr Aol P& AYd F UAEE
AAEH glem=E FEo] FHEL Agd A&KAHol Ao JlEAZE HE
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of B o, ARty FEE g W3l Boke 35 o2y 4Ys @54 £ aRE
o] =3 Aol obd7t HAHTHRosenblum, 1988, p. 136). ©]S H¥rGs) J= A oy~
EQl MIAE o] IS =449 W]$ ¥ W27 E WHE BT B0 U A2 L=y
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A, ZEAEES WEMo <83 AVER] HRE F73 Fge 583 dHE
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71 e, AEE

1:]
(texture)ol] W3S F7]9lel 5o A= ﬂl % A M o3 28-S HoluAa =Y

156 « 2014 63 BH2mofm4

ok
loh
10
=
o



S Aol Btk MENS] Ao AT H718 B 5 Yt <2F Lk 19D
A e g w7, A FopeolAE ZolRUE ©Es] Aol WENe] AFIY o

719 54 S A 2T o9 wolEookst=A] o]zt k. W29 AR R, F
A48 717 HEAS o2 Agd <€ AUER 193-S HES g 2 s
g7, 2o AA AFITE SFY of el Hop A5Y A d=Het, ol of
ol W EHo

—

1

A&elo] 7 B4o] glong ML Aol WRTHE B AF $Ho %
e} EA0) Akl AE AHEA oD 228 wEsETE, WEol o=
29718 283 ¥ 5 U4 2Lt AzEn,

A2 A PEolE, et vt s oA J& R

A,
AR 2l 7HA Ge7t AAET. @ dotes By At

Sl

sl

-

ohUz 1 Abel o)

TS g &%

R4 Yo S50 2T YT TRE ek 5 dE PEol Aok AL 8

o Hs &= Arh Qo] Bk A= doht AF WA Wbl AR Sof nhE 5
Be 7163 A4 £rbee dgwIolt Fadth TN AU AL A8 9
SAE, AFA Aol EHHFLA s AL ATl Bk 163 Ao A8
Sal Aol Ushe £2E Fobhe Age Axsn At 188 A28 27 a4
= sz Aol 1

N
flo
_|_>|4_‘
i
=
ot
£
&
re
N
Y
i
{o
°
oS
ot
re
=N

o it

2.1_:‘
k1
Q‘L
rlr
P
bri

<9 2UE9] AT B712 €A AFB7iel B FAT AZ R 98l 1700
3 Awrelrle] waw A5 AY w7, WENY HT ®7)E Yoln Ay
sohcol A9 Azl sl AR ol A AT R ulsh Pol, 27| s 9| W
14 A &2 }—;—3— N2 e AN E o] &7 Ee| Sle) Wslol gl 1

g Sobd AL WA BLAAST. AN Awrels] AE HPe] AL,

FAe ofrle] e olshsta, HEe) B4 AIAEol «ICHP wur =4

L
o
=
{_,
S
(il
>
oo
fo
:L
O
gg
N
re > _IXE.

DAY Dot 29 ARES It HBHQI Y ALS: HIEHIO| B ALEIE FMoE « 157



k]

Badura-Skoda, E. (1999). The History of the pianoforte, A documentary in sound, VHS format,
Bloomington: Indiana University Press.

Kirby, F. E. (2003). Music for piano: A short history. Portland, OR: Amadeus Press.

Newman, W. (1988). Beethoven on Beethoven, playing his piano music his way. New York: W. W.
Norton & Company.

Rosenblum, S. (1988). Performance practices in classic piano music, their principles and applications.
Bloomington and Indianapolis, IN: Indiana University Press.

Rowland, D. (1993). 4 history of pianoforte pedalling. Cambridge: Cambridge University Press.

Rowland, D. (1985). Early pianoforte pedalling: The evidence of the earliest printed markings. Early
Music, 13(1), 5-17.

158 « 201414 63| st2mlotm4H s SHALHE



13:30-14:00 2085

B
03 EH
0 o
= H
fob oX
'_\':
r|'.lJ
_Hﬁ
L)
\l
_>E

AW <mop: ALE} No. 7, Op.
83>0 LIERLt XkmIfe] ChAt Jpx| 8o Q4

1. NE

1. T2 Z(Sergei Prokofiev, 1891~1953)

Z2I9of| e Aol AF7tE 25 FAEAES 9 A2 T35t 1918 oA
19367141, ml=roll A 4d, g ghelofA 1499 Wy TS 3 & 23 HAolR Eo}
7S skt 1 WY A gAloke] T S 2131 204 7] ol 72 E(avant garde)
AI7E BRI, 9 T AT o do AAREY TS wgo, A% F 2
A AP AFF YdgE A gFo g FNH HJESS HAEH 23NIY =

33Tt

Z2IvoxE 129 AAAAA 19 Fobg o] FE thg T 71A 9] 71 & glol &

E7}1el, vt2E(B. Bartok) ¥} 2E 2 27)(1. Stravinsky)2] FAIFlo] 24 g
gob o] Btet71d AE, 18l SHEY L AHUE
4) MAA: A 23 WA E997, A dEstiA R ARl S
= J

5) IZH 23 (Grotesque): YA, 38}, ~A=Z

SEAT0T (Tjofe ALLEF No, 7, Op. 83)0l LIEH X2l chit 7ix 29 24 + 159




204171 AF H Aok oprtEE ZA57bE S 51
ATt HE2 (A, Schoenberg)d] 125 71 =&, SHA(C. Debussy)d] A4F9], £3]
Ay HEs o] &3 S Aot HlEE Y dol o] Blelr| A of¥, gl 18 2~
SRl 2T A B REE YA T O HF oA &7 o] FolH e, ZE Ao
I= AE HEHEZFEZI(StPetersburg) +H AlZ]9 Zube] B3] A= olRI(A.
Scriabin)®] &oll wiE o, Mufjolx} Q1 mlofAFZ AF|(N. Miaskovsky)9t S &

< AREE Aol Y AFES Aty AWtk Iy, ZE2AV Y SO B
oA A opRlFe= Ao Aol Aedl, 2ol Fofo] 343 AAfof 7]
3] of £ 9] %—’f% o g Aol HAolm 19f 342
2] A QAT Juztgo Ao th(Roberts, 1993, p.27).
Z2dolz dotr Ayt Al THE :’-'31 T SotA eI A a4}

H 230z 359 F94H EAo] & Y UHA oedd E3 wojd AEFOoE

°

Qe Z2aulo|x Aalo] HelF thal A9 2 Aol T)xstel Lt A

N2e S Lo AAE BAS

2. OOt LLtE K| 7H

1938 A0l A 194218 Abolol] 2ubel A 61, 7, 812 107 obgo] FAo s 2
FEo] A “HA Avebeta BEH, o] Al & 2041719 Fobx ] A FF
S 3 AEEF HrlEY g AololA 23| E(S. Richter)oll &J&f, vl A= T ZH] 2(V.
Horowitz)ol ¢J3] Z2AEU oM, Z239joze= o] A 7TH AUER 19439 39 199 2~
=d F 290l Y73 th(Morrison, 2008, p.216).

P HE 19439 2 o] AF] RS W2 F 49 whol St AFste] 2 TS

7z

AFAE. e <o) 2FoA e AFAA A £97]10 FAvEA dx . (18

W ele EAEIE BFEA &1, AKHA 2y Agdt-2e (3A) F99
EA8E Fo|ul, BT £Z& F3Th(Berman, 2008, p.15191A Al &) 1 AF3iH
o] ZtF oA g4 FE 4L WSS A

Hl =gk Al7]9] AEFo 2 <2r 9 ZE9l(Romeo and Juliet) Op.64>, <2&d THA|(
Hail to Stalin) Op.85>, <Alt]#2KCinderella) Op.87>, <uL&=*(Symphony) No.5 in Bb
Major, Op.100> F©°| Ut
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i) 181 FEH HHAEE vZ AZAH<AE >ER). & g2 92 AFE (Y 293)=
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710l Wlsh HlwF a3k Bb Az 2ATE JHAE Al 39 Al19Akn)
AN RIS ol &t Al 2019 AF Fd&c] E F2 AL A 1= 3}

2 gt

3) FAI2 70 Wy © =A

Al 1ot} AN RE=
A 1FAS) AeR Az

_]>~l
r&ﬂ rE
Eu)

(A& 4) © 1248, o] 1-5

Allegro inquieto

s = — 1 |[EFh
e e b e
lig g

xx
|
Lo

Allegro inquieto(MF21 EQHAYSIANE Fote £ TAh T HE AANAZ, Axt
Al 2971w AAE oA ek 1o ek Ebgte] TheH o e =3 =4tk

of FAollA A mie] o 53 4 vy 25() D) D)2 A Al ZH Fa
T7IEE AHEHY, FHolo niY 59 YA A pE AFHE ‘=7 B E(Drum Beat) 9} v}
O 29 g5 T4 w2 vy 209 2™ (Gallop)' = F238HA # FHTH(Berman, 2008,
p.153).
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gl A9 54 371 L15
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7498 g Em e A 3.06 1.01
599 B 294 107
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Hrdo o 257 1.16
AAEe] | 242 1.08
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I. Introduction: First encounter with the piano and its
pedagogy

My interest in piano pedagogy began when my inquisitive questions about performance were
answered in studio lessons, in Los Angeles, with the eminent pianist and professor, Kisun
Yoon. His teaching sought to impart basic principles of musical interpretation in a way I had
never experienced before. The most difficult parts of piano lessons with other teachers consisted
in ambiguous explanations that I found hard to understand. Many piano teachers promoted their
own musical concepts without, however, presenting the details of either the underlying
philosophy or its practical implementation.] needed to get a grasp of the real reasons for
following (or not following) such explanations. Without this benefit, I eventually lost interest in
practicing the piano.

After studying with Prof. Yoon, however, I found myself acquiring confidence and security
in performance. It was surprising to realize how a teacher could change one’s musical life and
rejuvenate a student’s enthusiasm. When I took Dr. M’lou Dietzer’s ‘piano pedagogy’ class at
the California State University at Fullerton, I became acquainted with pedagogical reference
works like On Piano Playing by Georgy Sandor. With them in hand, I could quickly make
improvements in both my practicing and teaching. Even though aligning the hands with the
arms and body are crucial to piano playing, nobody had taught me as helpfully about these

facets as did these books, which provided real insight into solving the physical issues in piano
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playing. The more I read of these books, the more deeply I got involved with questions of
piano pedagogy.

From attending seminars by Dorothy Taubman, I learned about dealing with physically
injured pianists. Taubman, as well as Edna Golansky, explained how the body reacts to musical
patterns and provided assurance of how deeply piano playing is related to bodily movement. In
the years that followed these classes and seminars, 1 proceeded to further research the principles
of piano playing and came to know what | needed to know in order to design my present
pedagogy. When I returned to Korea in 1987 after my American studies, I was fortunate to be
able to offer lectures to piano teachers while also continuing to closely observe the work of
other piano pedagogues.

I feel that, In the course of over 24 years of discussions with a variety of piano teachers, I
have uncovered critical elements of the problems faced by our students. Essentially, these
factors derive from difficulties in relaxing the hands, arms, and body in the most appropriate
ways. As in any sport or even in dance, all body motions are dependent upon muscle
contraction and release. If we can comprehend the hand’s structures and their connection with
the proper function of the muscles in the hand, wrist, arms, shoulders and back, we should be

able to comprehend the proper function and principles of piano playing.

[I. The reality that piano teachers face

For me as a piano teacher it was heartbreaking to see so many piano students suffer injuries
due simply to their unhealthy practice habits. Though they spent many hours practicing, they
did not have or find the time to develop full musicianship which, in addition to adequate
reading skills, includes the proper training of the musculature as required for the production of
a singing tone. After first beginning the piano out of love for the instrument and its music,
their technical and musical shortcomings then prevented them from reaching their full artistic
potential as creative pianists. In the most serious cases, even professional or career pianists may
live with lives burdened by ineffectiveness stemming from physical problems and

underdeveloped creativity.

210 « 20144 m63 st=mot-m4wsts| starysl



By identifying with the parents who wish to see their children taught the basic foundations
of piano playing in a correct manner, and with the piano students who wish to put an end to
the waste of precious time resulting from confusion about certain basic matters, I started to

create Song’s piano method in the hope that these books may be of benefit to all readers.

. Nine Gifts from a Piano Teacher

My book, Nine Gifts from a Piano Teacher is a preparation manual that can be used by both
teachers and students. In Chapter Three of Nine Gifts from a Piano Teacher, p. 38, ‘“Why do
my hands become tense?’, 1 discussed the reasons why many pianists are not aware of the
fundamental principles of movement of the hand, and I offered suggestions for countering this
unawareness and for preventing the problems to which it gives rise. In as much as we
acknowledge the tragedies that result from ignorance about the physiological structure of the
hand, we must conclude that knowledge of the fundamental principles of the hands' movement,
and of the structures of the arms and hands, should be imparted from the beginning stages of
piano study. Naturally, in accomplishing this, skillful pedagogical adaptations for each age
group can be devised and supplemented by educational tools appropriate to the different

developmental stages (as illustrated, e.g., on pages 29, 42, and 43 of the book).

SXl8 ot mSO| HBHOl o st A <« 211



(llustration 1) Title page of the Nine Gifts  (lllustration 2) Pedagogical Advice of Fragile
from a Piano Teacher Fingers from the Nine Gifts from a Piano
Teacher

nine TAf 1S

from A Pano Teacher

(lllustration 3) Anatomical Analysis of {lllustration 4) Anatomical reason for the
Fingers and Forearm's Use from the Nine use of thumb placement from the Nine Gifts
Gifts from a Piano Teacher from a Piano Teacher
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IV. The composition of a ‘fairy-tale’ piano book and a
series of (Song’ s) piano method books

How can we piano teachers ensure the continuation of children’s piano lessons once they
have started? “It is no wonder that many students --- drop out of the instrumental program
before the end of the second year of instruction(Grunow, 1999). Making connections between
early childhood music and beginning instrumental music. Early Childhood Connections, Fall
1999, p.16. (more in the original dissertation) Grunow indicated in his article that, also, many
teachers of beginning instrumental music introduce the details of notation right away and
without regard to the particular student’s state of readiness(Grunow, 1999). Azzara agrees that
children initially come to the piano lessons with an attitude of interest. After finding out,
however, that they should not rely on their own ears when playing the piano, but should simply
render what is on the page, they may quickly lose interest in pursuing the lessons(Azzara,
2002). (more in the original dissertation) Palmer notes that “as adults play recorded music at
different times during the day, children assimilate the music they internalize the sounds of
music by experiencing them as part of their environment(Palmer, 1993).”

Second, children move their bodies in synchronization with the music on the recording.
Third, instruments are played as accompaniments to various activities. Fourth, the children’s
non-musical play was accompanied by singing and other musical sounds. Grunow also points
out that children should begin singing before receiving any instrumental instruction(Grunow,
1999). “Once children can sing in tune in at least major and minor tonalities:--(Grunow,
1999).” The ability to sing entire songs without the lyrics is highly beneficial for the
comprehension of “the tonal, rhythmic and expressive aspects”(Grunow, 1999) (more in the
original dissertation) The final connection from early childhood education to early piano studies
is based on the way in which children learn languages.. Grunow provides useful information
about this process. He points out that there are “four sequential vocabularies in language
(acquisition): 1.) listening, 2.) speaking, 3.) reading, and 4.) writing(Grunow, 1999). Listening
to the speech of others shapes one's own readiness for speaking. It is natural that children do
not speak in the beginning. In order to start a conversation, children need to listen to spoken

language for “at least a year”(Grunow, 1999). (More in the original dissertation) By examining
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the learning of language we gain many insights that are applicable to the learning of
music(Grunow, 1999).

In other words, they need to internalize the sound as a prerequisite for realizing that inner
vision on the keyboard. We call this “audiation”. This term was coined by Edwin Gordon I
would suggest that “audiation” precedes note-reading. Also indicated that “audiation” as ‘the
ability of the notes on the page’ in her writing in musical literacy(Payne, 2012). Children who
comprehend music are able to audiate; they can listen to music in much the same manner in
which they listen to conversation(Grunow, 1999). Making connections between early childhood
music and beginning instrumental music(Grunow, 1999). Grunow recommends ‘that piano
teachers wait with notation until the child has acquired a substantial listening-repertoire of songs
and instrumental pieces(Grunow, 1999).” Piano learning at first by ear and play is the solution
to the “problem” of sustaining children's later interest in instrumental study and performance.
An implication of this research is that instrumental teachers can build sequential bridges which
lead from listening, singing, and moving to the instrumental executive skills and
notation(Grunow, 1999). Grunow points out, that “Music is an aural art. It must be taught from
an aural base rather than from a technical or visual base(Grunow, 1999).” Finally, the writer
was surprised to find that the practices suggested through current research were already
executed in the music education of the 18th and 19th centuries; it makes sense, therefore, that,
given their pedagogical practices in the teaching of instruments, the 18th and 19th centuries
produced such an abundance of keyboard virtuosi. Gellrich and Sundin(1993) summarized in
their article Instrumental Practice in the 18th and 19th Centuries the method of practice for
apprenticed students compared to children’s learning patterns. There are had three typical
characteristics: It was based on the way children play; in the early lessons, short passages were
presented; and music was learned like a mother tongue(Gellrich, 1993). (the full contents were
inserted in the original dissertation) To promote the interest of children in reading notes,
introducing story books as an aid to musical literacy -+ Manins suggests that the teaching “of
music literacy can benefit from studying, research, debates, practices, and theories pertaining to

language literacy(Manins, 2001).”
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{lllustration 5) Fairy—Tale Piano Method Sample Page, p.8

V. Scales as an integral part of piano playing

Even though the production of a resonant singing tone is one of the main goals of music
pedagogy, traditional piano teaching has often been too preoccupied with other matters to deal
in depth with the production of sound. For example, students are hard put to think of things
like good sound or musical expression if they are too busy reading notes. The Russian
emphasis on scale practice was already introduced in America by the famous pedagogue,
Rosinna Lhevinne, at the Juilliard School in New York, who was the teacher of my own piano
teacher, Kisun Yoon. Madame Lhevinne insisted that Mr. Yoon practice scales every day in
various ways in order to master the technical difficulties that might come up. With a same
token, prof. Kisun Yun insisted that I practice scales everyday while I am studying with him
in 1980s, which inspired me to research the Russian piano pedagogy since then. I have also
confirmed with the Russian piano teachers teaching in Korea who trained in St. Petesburg and
Moscow about this technical training. Examples from the scale workbooks Solving the Scale

Secrets with Ms. Pearl follow.
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(lllustration 8) Scale of D major — Scale (lllustration 9) Colors of Key — Sample Page
Workbook 2 Solving the Scale Secrets with  Scale Workbook 2, p. 4
Ms. Pearl, p.18

(Pegme O

e

Phge st e 8

| \s\‘ AR

1. Characteristics of keys

There is a sizable amount of evidence from a significant number of writers for the belief that
keys did signify certain (and more or less definite) moods. (More in the original dissertation)
Hector Berlioz terms Eb major as “majestic, soft, grave” Schilling agrees with him, writing
“solemnly serious.” As a matter of fact, it bears, in opposition to the glistening E major, a
noble, heroic countenance(Steblin,1983). It is worth knowing that many composers, such as
“Beethoven, Schumann and Berlioz, made indirect references to the selection of keys in relation
to the desired mood(Steblin,1983). This does not mean, however, that all composers have been
unanimous with regard to the use of certain keys for certain moods. Steblin says that there are
always multiple factors involved in the selection of keys(Steblin, 1983). Discussion of the
characteristic differences among keys cannot conclude without reference to the Russian pianist
and composer, Alexander Scriabin. Based on his belief that each key represents a specific
(visual) color, he eventually created a color-keyboard. Viewing, then, the colors that the
different scales produce, one may analyze the different composers' selection and treatment of
keys. In descriptions of conversations among Rachmaninoff, Rimsky-Korsakov and Scriabin we
are told that Rachmaninoff expressed surprise about the fact that Rimsky-Korsakov and Scriabin

were in substantial agreement about the association of musical keys with colors. The two
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concurred, for example, that the key of D major carries a golden-brown connotation(http://
en.wikipedia.org/wiki/Alexander Scriabin). Scriabin’s interest - going even beyond the color-
to-key association - also involved considering the psychological effects on the audience that
arise  when sound and color are experienced simultaneously(http://en.wikipedia.org/wiki/
Synesthesia_in_art).

In my view, it is nonetheless advisable and useful to expose children, especially for the
educational purposes when they are learning the different scales, to the traditionally assumed
characteristics of different keys.

In particular, the interest of the students who think scale practice “boring” may be raised to
a higher level if the child brings to it a sense of the various emotional expressions of the
different keys. These associations can even help, as it were, to ‘fertilize’ an emotional
connection on the part of the students to the key signatures themselves! In consideration of the
above, and in aiming to stimulate the children's subconscious minds, each page of the scale

workbook has been decorated with a different color based on Scriabin’s color-keyboard chart.

VI. Conclusion

While writing this, 1 have kept in mind the biblical motto of the college I attended, which
was “You shall know the Truth, and the Truth shall set you free”(John 8:32). Although 1 was
not entirely clear then about the motto’s meaning, its significance is becoming ever more
luminous to me as I reflect upon my thirty years of work in piano pedagogy. It is, at least in

part, in an attempt to convey this radiant significance that I set out to write pedagogical books.
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Perfectionism and Enjoyment:
Can They Go Together?

It’s easy to get the idea that the enjoyment of playing classical piano pieces will only come
later, after lots of hard and repetitious work. The idea that enjoyment is something we have to
earn. We think of music study as primarily a good “discipline.”

There is some truth to this! But I think it’s also very nice to think about how enjoyment and
our pursuit of perfection can go hand-in-hand from the very beginning.

Research findings are beginning to show the benefits to the brain of practicing that is
focused and realistic - what some are calling “deliberate practice.” When you set goals for
yourself that are challenging in the right way, and you are solving one small problem after
another, the brain produces a substance called “myelin” which (in very simple terms) encases
the neural pathways and helps us remember what we have achieved. The most well-known link
between challenges and pleasure is the concept of “Flow” as developed by Mihaly
Csikszentmihalyi. This says that when our skills are being challenged just enough, we enter into
a state of such total absorption in what we are doing that we forget everything else and
experience moments that flow together blissfully.

The key to these enjoyable benefits is to figure out what we mean by “perfect” - if perfect

playing is our goal, at what point in our practicing should we try to be perfect?

Perfectionism and Enjoyment: Can They Go Together? < 235



Conventional wisdom presents a sort of a computer model, what we used to call “Garbage
IN, Garbage OUT.” This leads people to think (as many traditional piano books actually say)
that we should avoid mistakes at all costs when practicing a piece. If that really worked, I
wouldn’t be standing here giving this talk! The sad thing is that we think it’s supposed to
work, so we blame ourselves when results fall short.

[ remember agonizing about this in my teens, while deciding whether or not to try to have
a life as a professional performer. How could it be that I could play things so easily and
reliably in the practice room, yet have all these new struggles during a performance - even a
small performance for two or three people? How could that happen with pieces 1 “knew” so
well? 1 decided that my practicing just wasn’t getting to the heart of things, that I needed
practice techniques that were much more honest, penetrating, and effective. That required some
real re-thinking.

If we look outside the realm of music study, we can see that so much of the exciting
learning in our lives takes place because we expect mistakes, we embrace them, and we make

brilliant use of them.

Examples:

(1) learning to ride a bicycle: there is a real philosophy at the heart of this, and every child
understands the philosophy. “Only when I am willing to fall down, to make my honest
and genuine mistakes, will I discover the wonderful breakthrough of learning how to ride
a bicycle.”

(2) babies learning how to sit up, walk, feed themselves, talk, etc. They make lots of
mistakes, enthusiastically and without any embarrassment, shame, or discouragement.
They are focused and persistent. Every mistake is useful. Consequently, they master

skills thoroughly and very quickly.
I call the honest wrong note “perfect” because it has a very specific job to do, a message

to impart, and it does it perfectly - in a well-focused and clear way. The wrong note provides

evidence of exactly what we should work on and improve. The wrong note lets the body talk
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to the mind about what sort of help it would most like to have.

The whole process is enjoyable because it is interesting and guilt-free.

[ have been part of a research team recently, conducting an experiment about teaching and
using advanced technology to measure what happened when pianists played the same piece in
two different ways: (1) “Correct” mode, and (2) “Enjoyment” mode. We wanted to see if just
having the idea in mind of “enjoying themselves” students end up playing the piano in a more

flowing, free, and technically coordinated way. These videos will be shown.
When we practice without the constant enforcement of perfection, it frees us in body and

mind, makes us more trusting and secure, and eventually allows our performing to be more

spontaneous, creative, and “in the moment.”
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