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One of the most important skills of a pianist is the 

ability to read at sight. Because there are so many areas 

of piano study to address, sight-reading is overlooked 

either out of frustration or simple neglect. However, if 

acquisition of this skill is neglected, it will be difficult 

for a pianist to ever attain his full potential. For a 

pianist, sight-reading is one area that strengthens all 

others. 

The purposes of this study were to secure data 

concerning teaching sight-reading to undergraduate piano 

majors, to identify methods and techniques in current use in 

the instruction of sight-reading, to determine the extent of 

keyboard and computer-assisted learning technology usage 

within sight-reading instruction, to identify more effective 

methods and techniques being used to teach sight-reading, 

and to search for ways to enhance sight-reading instruction, 

including the utilization of recent computer technology 

applications in education and learning. 



The method used was survey research with a 

questionnaire sent to 168 randomly selected NASM colleges 

and universities. Response rate was 49.4 percent. The 

questionnaire, designed by the researcher, sought to 

ascertain the status of sight-reading instruction in these 

colleges and universities and to endeavor to determine the 

extent, if any, keyboard and computer-assisted learning 

technology was being used. Respondents of the survey were 

requested to identify outstanding sight-reading instructors 

and prominent accompanists, seven of whom were then 

interviewed. 

Final conclusions and recommendations are based upon 

the summation of data from respondents and professionals. 

There were no emerging tendencies in the instruction of 

sight-reading, but there was a strong agreement among 

respondents that there is a need for the development of a 

program to enable the usage of CAI. There were ten 

recommendations, ranging from the addition of sight-reading 

skills classes to conferences among teachers and computer 

programmers, to devise suitable programs to assist in the 

instruction of sight-reading skills. 
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CHAPTER I 

INTRODUCTION 

Sight-reading is defined as the ability to read and 

perform music without preparatory study of the piece (Apel 

1972, 775). Thus, the ability to sight-read enables an 

instrumentalist or vocalist to perform an unfamiliar 

composition accurately and musically at the correct tempo. 

Because sight-reading requires adequate training and 

confidence, "skill and courage are inseparable in sight-

reading" (Burmeister 1991, v). 

One of the most important skills of a pianist is the 

ability to read at sight. However, because there are so many 

areas of piano study to address, sight-reading is frequently 

overlooked, either out of frustration or simple neglect. 

Many pianists, some with performing careers, are deficient 

in sight-reading skills although they are acutely aware of 

the importance of being able to easily translate musical 

scores at sight. For musicians to attain their full 

potential, it is essential that they possess adequate sight-

reading skills and realize the many applications of sight-

reading. For the pianist, sight-reading is one area that 

strengthens all others. 

This is not only true for musicians who plan to make a 

career of music, but also for amateurs and students. 

1 
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Blickenstaff (1990, 9) describes sight-reading as "the 

single most important skill for the non-professional." It 

is the one skill that is of most benefit to pianists during 

formal study and later in musical endeavors such as 

accompanying, ensemble playing and teaching. 

In order to survive in the highly competitive field of 

music, students must be versatile. If their ability to 

sight-read lies undeveloped, an important aspect of enjoying 

music is lost. Becoming proficient at the art of sight-

reading should be the intent of every pianist. Thus, the 

role of instructors should be to develop ways for assisting 

students to reach the highest possible level of competence 

in this skill. Blickenstaff (1990, 9) advises, "Every 

minute you spend practicing to improve your sight-reading is 

time invested in your musical future. You will be a pianist 

in great demand if you can read fluently, and playing the 

piano will always be a great joy." 

If the principles of gestalt are to be applied, i.e., 

that the individual areas are being studied in relationship 

to the total program, the area of sight-reading must be 

taught as it relates to all other skills. The mistake of 

many pianists is that while concentrating heavily on 

literature, technigue, performance, and theory, they fail to 

realize that competence in sight-reading actually enhances 

these areas and should be included at all levels of study. 
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According to Chronister (1991, 14), "producing fluent 

readers remains our second priority, close behind our most 

important goal—fostering the joy of making music at the 

piano." No matter what method is employed in the teaching 

of sight-reading, whether a traditional method or the latest 

in technology, the end result should be the same—"Teach 

good music! . . . You are training musical taste as well as 

playing skills" (Giles 1989b, 47). 

Through the years, technology has been used to some 

extent in the development of sight-reading skills. For 

example, overhead projectors, slide projectors, the 

tachistoscope, the metronome, the electric staff, and 

electronic piano laboratories have been used with varying 

degrees of success. 

Recent advances in computer technology have 

revolutionized "almost every aspect of music from 

composition to performance, analysis to synthesis, editing 

to printing, and entertainment" (Hofstetter 1988, xi). 

Decreases in the cost of microelectronics have facilitated 

the development of numerous computer music systems. Some 

are for general purposes while others are more specific. 

Some are very affordable and others are so expensive that 

they are primarily for commercial and university use. While 

many computer music systems reguire specific training, 

others are so simple that even a child can use them. 
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With the introduction of computers, computer-assisted 

instruction, synthesizers, sequencers and Musical Instrument 

Digital Interface (MIDI) to the classroom, new approaches 

have been made possible that could completely change many 

areas of music instruction, sight-reading is one such area. 

However, no computer program designed specifically to help 

meet the needs of undergraduate sight-reading instructors is 

currently available. 

With this study, a survey of members of the National 

Association of Schools of Music (NASM) was conducted to 

determine how sight-reading is being taught to undergraduate 

piano majors and what techniques, materials, and technology, 

if any, are presently being used. One objective for this 

study was the assessment of potential benefits of 

integrating keyboard and computer technology into the 

teaching of sight-reading to undergraduate piano majors. 

Information compiled as a result of this survey will be 

utilized to assist in determining if sight-reading can be 

taught more effectively by the use of technology and what 

that technology might be. Later it can possibly be used to 

begin establishing guidelines for a computer program 

designed for the teaching of sight-reading to undergraduate 

piano majors. 

As more and more colleges and universities integrate 

computer-assisted instruction into their music programs, 

there is a need to assess its effectiveness. The potential 
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of computer-assisted learning in music, particularly for the 

instruction of sight-reading skills, remains to be 

documented. Continuing rapid advancements in such 

technology seem to indicate almost unlimited capabilities in 

instructional assistance. It appears that CAI could be a 

very effective approach in teaching sight-reading. It 

should be determined to what degree, if any, CAI has already 

been incorporated into instructional practices, techniques 

and strategies in sight-reading instruction before making 

any projection for future use or making unwarranted 

assumptions concerning its efficacy. 

Statement of the Problem 

This study concerned the current status of teaching 

sight-reading skills to undergraduate piano majors in 

selected NASM colleges and universities. 

Purposes of the Study 

The purposes of the study were (1) to secure 

quantifiable data concerning teaching sight-reading to 

undergraduate piano majors, (2) to identify methods and 

techniques in current use in the instruction of sight-

reading to undergraduate piano majors, (3) to determine the 

extent of keyboard and computer-assisted learning technology 

usage within sight-reading instruction to undergraduate 

piano majors, (4) to identify more effective methods and 

techniques being used to teach sight-reading, and (5) to 
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assess the composite information in search of potential 

enhancements to sight-reading instruction, including the 

utilization of recent computer technology applications in 

education and learning. 

Research Questions 

Based on the problem and purposes of this study, the 

following research questions were addressed through a review 

of the literature. 

1. What demonstrable skills are needed for pianists to 

be proficient at sight-reading? 

2. What methods and techniques/strategies have been 

and are available for teaching/acquiring these sight-reading 

skills? 

3. Is there any pre-electronic technology currently 

being used in the instruction of sight-reading and what are 

the strong and/or weak points of this technology? 

4. What are possible means of improving sight-reading 

instruction? 

Theoretical Foundations for the Study 

The theoretical foundations which support and justify 

this study are found in a variety of purposes and objectives 

pertaining to the skill of sight-reading at the piano. 

Burmeister (1991, v-vi) explains that "weak reading 

inevitably includes one or more of the following 

deficiencies: lack of physical ability, inability to make 
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instantaneous decisions, lack of flexibility, tense muscles 

and lack of a definite continuous rhythm." 

The acquisition of sight-reading skills results from 

the application of a systematic program of theory, drills, 

concepts, and diligent practice devised from the concomitant 

elements discernible in master practioners of these skills. 

Sight-reading should be "developed in theory and in practice 

by regular training and with progressive difficulty" 

(Keilmann 1970, preface). 

Of all the skills required in music study, learning to 
read at sight is the one which most demands direct 
contact with a teacher. . . . Mere activity without 
structure and direction will lead to little improvement 
or mastery. (Delone and Winold 1971, 1) 

In the learning of any skill, the importance of 

reinforcement cannot be overlooked. The idea of programmed 

learning was first discussed in the late fifties by 

psychologist B. F. Skinner. With this system of learning, 

students are given the material to be mastered and are 

expected to respond in some way. Their response can be 

verbal, written, or with the use of an instrument. 

Programmed learning is designed so that students are given 

many small, easily accomplished tasks. As students 

carefully work through this type of program, they avoid the 

discouragement that comes with making too many mistakes. It 

is important that the steps in this process be very small so 

students, even though they make mistakes, know immediately 

the outcome and can correct their errors and proceed to more 
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advanced material. In reality, Skinner points out, 

programmed learning functions something like a private 

tutor, providing immediate attention and correction for 

incorrect responses. In this type of program, students must 

correctly answer the questions before moving ahead (Lundin 

1967, 145-146). 

There are common elements of sight-reading which must 

be addressed if the deficiencies mentioned above are to be 

corrected. First, students must mentally survey a piece for 

things such as the key(s), time signature(s), and tempo 

while developing a mental image of the entire piece. At 

this point, students must then analyze more closely what 

they are about to play. What kind of piece is to be played? 

Where are the difficult passages? What dynamics are 

indicated? What kind of technique is required? What is the 

style of the piece? 

Finally, as students actually sight-read a piece, many 

specific skills are called upon. First, students must 

develop a musical ear. They must be trained to listen, for 

if this element is missing, their realization of the musical 

score could be very dry and mechanical. Second, through 

technical exercises or experience, students must develop a 

technique which enables them to play anything they are 

required to play. Third, students should strive to find the 

easiest and most efficient fingering possible. Fourth, 

students should be able to achieve a continuity of rhythm, 
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to read ahead at least one or two measures, and to see as 

much as possible in one glance. Experience shows that it is 

best to read in patterns rather than one note at a time. 

Fifth, students should learn to watch the music without 

excessive eye movement to the hands or keyboard. Students 

should develop vertical as well as horizontal reading 

abilities. Finally, students should develop an instinct for 

expressive playing by trying to match their playing with the 

style of a piece. 

In order to sight-read with the degree of fluency 

needed, students should be able to coordinate their eyes, 

ears, hands and mind (Blickenstaff 1990, 9). Sight-reading 

instruction or private lessons which are structured with 

properly progressive material provide a much greater chance 

that students will be competent sight-readers at the 

conclusion of their study. 

The assessment of how these skills are being addressed 

in either group or private piano lessons was the focus of 

this study. 

Significance of the Study 

The acquisition of sight-reading skills as a tool for 

pianists or aspiring pianists is of utmost importance. The 

livelihood of pianists often depends upon their expertise in 

this essential area. Thus, a significant part of the task 

of developing student sight-reading skills and including 

them in regular assignments is the responsibility of the 
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piano teacher. This does not minimize the significance of 

students' initiative in maintaining a diligent awareness of 

the importance of developing this vital skill. 

While it can be difficult to teach sight-reading, 

specific advances in computer-assisted instruction and MIDI 

technology offer the potential of introducing sight-reading 

instruction in more diverse ways. This study compiled 

knowledge collected from the survey and sought to develop 

objectives and means for more effectual sight-reading 

instruction. 

Delimitations 

Most materials currently available for sight-reading 

instruction focus on early levels of piano instruction. 

This study was restricted to sight-reading instruction for 

undergraduate piano majors in a random sampling of NASM 

colleges and universities. 

Limitations 

Certain limitations can influence generalization, 

interpretation and drawing of conclusions. Limitations 

would likely include such things as type of educational 

preparation for music instruction, teacher's degree of 

knowledge and experience, and availability or the lack of 

finances, facilities and eguipment. 



CHAPTER II 

SYNTHESIS OF RELATED LITERATURE 

A brief review of any music journal, periodical, 

newspaper, or other publication quickly reveals the 

tremendous impact that the current explosion in the use of 

computers, software, hardware, computer products, 

synthesizers, sequencers, and electronic keyboards is 

causing on today's markets. This is true not only for the 

industrial and business fields but all fields of education, 

including music. Exciting new breakthroughs are occurring 

on a daily basis, making it difficult to stay abreast of the 

latest changes in the field. As Barron (1991, 101) points 

out, it can be very difficult, if not impossible, to be 

aware of all the developments and their probable bearings on 

the curriculum and instructional process of education. 

As stated by Faber (1988, 22), an enormous amount of 

development in the combination of music and technology is 

under way, and the potential for future development is 

tremendous. As Faber points out, it is evident that 

computers are, and will be, playing an expanded role in 

music education and performance. 

The introduction of computer technology to the field of 

music has opened an endless array of opportunities— 

opportunities that will help teachers to be more effective 

11 
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and students to be more productive. Constantly advancing 

technology provides the potential for adding exciting new 

dimensions in classrooms and libraries (Barron 1991, 103). 

Researchers such as Fisher (1988, 6) describe a revolution 

taking place in the music world. The composition, creation, 

and recording of music is being changed by computer 

technology. According to Barron (1991), new and exciting 

realms of creativity are constantly emerging for both 

musicians and non-musicians. 

Many feel these new tools are creating an exciting new 

era in the teaching of music. Because students often love 

computers and are naturally drawn to them, they use them at 

home and school. By incorporating the use of computers and 

portable keyboards, synthesizers, and sequencers into the 

instruction of music, instructors can provide their students 

with additional motivation and reduce the number of students 

who become disinterested and drop out (Cree 1988, 42; Miller 

1990c, 42). 

Although most people have some idea of the remarkable 

advances being made in the computer world and how these 

advances affect our daily lives, musicians generally have 

yet to realize the full impact of computers on their 

profession. It is now possible for artists to record their 

concerts on a computer disk, make editorial changes, and 

send the corrected version to a recording studio for final 

editing and recording. Students can now practice concertos, 
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chamber music, and duets by utilizing a synthesizer which 

has been programmed to play the orchestral parts with 

digitized, instrumental sounds. This technique has been 

used without the benefit of synthesizers; however, when 

using the synthesizer, the tempo can be adjusted without the 

pitches being altered. This enables teachers in private 

studios and classrooms to reinforce areas which in the past 

have suffered from neglect due to a lack of time (Litterest 

1987-88, 28). Embry (1985, 27) emphasizes that by using 

computers to assist students of music in gaining an 

understanding of the basics of music, the fine art of music 

is influenced in a productive way. 

Need for Siaht-Readina Skills 

In October 1976, Richard Chronister made the following 

statement in an address before the opening meeting of the 

50th Anniversary Year of the Piano Teachers Congress of New 

York: 

We have for too long maintained the attitude that the 
skill of fluent sight-reading is a gift. This has 
become our explanation for all those students who do 
not learn to read fluently. 

As Chronister (1977, 5) further maintained, because it takes 

practice to develop this skill that every musician needs, a 

learning environment must be provided for students. No 

program has been produced that develops fluent sight-

reading. Understanding does not always lead to quality 

sight-reading. The two steps necessary to teach sight-
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reading are understanding and habitual response. "Sight-

reading skills are developed by our creating a plan - a 

situation in which the student practices the skills that are 

necessary to sight-reading - and practices them enough that 

they become habit" (Chronister 1977, 5-6). 

In a portion of his book called a manual for sight-

reading, Rubinstein (1950, 2) addresses the value of sight-

reading and analyzes the various elements that are involved 

in sight-reading skills. He maintains that the five 

essential elements of sight-reading are: (1) the key 

signature; (2) the time signature; (3) the tempo of the 

piece; (4) the fact that what the eyes actually see, the 

hands play with nothing assumed; and (5) the necessity for 

always moving forward even if errors are made. 

Although sight-reading is a highly complex process, 

Rubinstein (1950, 8) suggests that it "can be broken down 

into component parts which can be reassembled in such a 

manner that the intelligent person, even though without 

special talent, can consciously fit the parts together, and 

by so doing achieve the desired result." 

During the early fifties, Deutsch (1959, 15) developed 

what he called a new approach to piano study which was 

rather innovative for the time and stirred considerable 

controversy. He believed that the first aim in sight-

reading should be accuracy and evenness rather than speed. 

In his work Deutsch states that being able to sight-read is 
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not necessarily developed through repertoire study. All 

students, regardless of their level of talent, can learn to 

read to some extent and deserve this chance. The most 

effective way for students to learn is for the teacher to 

join in their playing with the idea that ensemble playing 

helps students to listen and play at the same time. Deutsch 

(1959, 61) suggests that "ensemble work places [students] in 

a more favorable 'psychological situation,' because [they 

are] interested in following the living sound rather than an 

abstract ideal of correct playing or verbal instructions." 

Deutsch (1959, 71) agrees with other researchers that 

sight-reading involves the eyes, ears, hands, and mind and 

the conclusion that the rhythmical element must take 

priority if a student is to become a successful sight-

reader. He concludes that "the main objective of sight-

reading is to become familiar with the master works of music 

through your own playing, to appreciate them and to enjoy 

them." 

Sicfht-Readincr Instruction 

Sight-reading instruction is a subject that has 

generated much discussion and debate. While some 

researchers believe that sight-reading cannot be taught, 

most agree that it can be taught but that the level of 

success depends on the natural abilities of students. 

Nevertheless, very little research has been done on the 

subject. Fuszek (1977b, 12) found it peculiar that "a skill 
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which can be treated objectively has been largely ignored in 

the music field even though there has been much talk about 

the inability of students to do it." In the first of 

several articles concerning her work at California State 

University, Fus2ek discusses with Richard Chronister the 

test she devised to assess students7 abilities on an 

objective basis. She believes that data obtained from the 

test can aid in the development of sight-reading 

instruction. After administering the Minnesota Clerical 

Test to predict the "innate facility of the eye," Fuszek 

(1977b, 13-14) concluded that music students 

have not had their intellect sufficiently involved 
in the perception of the page. If this skill is not 
developed at the very beginning, in the early 
lessons, too much is missed. 

In a second article, Fuszek (1977c, 5) continues the 

discussion concerning her testing procedures at California 

State University. She indicates that sight-readers must be 

aware of the following five factors: "tempo, rhythm, pitch, 

fingering, and keeping eyes on the music." After three 

years of testing, she concludes that these elements should 

be taken in stages in reverse order, beginning with eye 

movement. Fuszek indicates that pitch errors are a 

measurable factor in testing sight-reading. She discusses a 

playing test which determines, in a very non-threatening 

way, that students' eye movements affect pitch errors. Her 

study also revealed that the fact that a person possesses a 

high level of playing skill does not necessarily mean he is 
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proficient at sight-reading. She found that multiple eye 

movements resulted in more errors because the students' eyes 

do not focus on the music long enough to read anything 

(Fuszek 1977c, 6). 

In a third article, Fuszek (1977a, 10) focuses 

primarily on the significance of eye movements. The second 

measurable factor, which she calls gross eye movement, 

refers to the number of times students look from the music 

to their hands. Good sight-readers keep their eyes on the 

music, not on the keyboard. Fuszek describes eye fixations 

as the times the eyes stop at any given point and offers 

suggestions as to what can be done to alleviate the problem. 

Fuszek (1977a, 10) also found that the mastery of sight-

reading is directly related to number of eye movements. 

Because much more can be accomplished with fewer eye 

movements, the problem is how to eliminate unnecessary eye 

movement. She suggests that the answer is to teach 

beginners correctly from the very beginning, thus giving 

them a foundation which does not allow this problem to 

develop. 

Pelz (1963) lists the following four essentials of 

achieving a sight-reading competency: (1) setting aside ten 

to twenty minutes daily for practice, (2) having available a 

considerable amount of material ranging from easy to 

difficult, (3) carefully observing and analyzing each score 

before and during actual playing of the music, and 
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(4) always using materials that are less difficult than 

students are capable of playing in their solo repertoires. 

Pelz also stresses that students' abilities to "recognize 

musical structure in terms of harmony, counterpoint, texture 

and form [are] concomitant with the ability to sight-read 

well." To understand the musical structure of what they are 

playing should be the objective of musicians who hope to 

"achieve facility in reading at sight" (Pelz 1963, 62-63). 

In her book On Piano Teaching and Performing. Fanny 

Waterman (1983, 7-9) sets forth three essential aspects of 

musical training. Although she does not specify sight-

reading in particular, the following three elements are 

necessary if a person is to be a successful sight-reader: 

(1) learning to be a craftsman, (2) learning to be a 

musician, and (3) becoming an artist. To learn the craft, 

one must learn how to do it. In becoming a musician, one 

must learn to shape and color phrases, join phrases so that 

they actually say something, and be able to put all the 

sections together in a meaningful way. Artistry, she 

emphasizes, cannot be taught, only stimulated. 

Slenczynska (1968, 16), without directly mentioning 

sight-reading, states that a musical artist must have "a 

high degree of imagination, intelligence, sensitivity, 

flexibility; the willingness to learn from every situation, 

to plod doggedly even when the going gets rugged; the 

courage of our artistic convictions even when fashionable 
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musical-opinion-makers leave us in the minority." All of 

these are characteristics which every successful sight-

reader must possess. 

Facko (1971, v-ix) discusses the complexities of sight-

reading at the piano and reveals that most students who plan 

to major in piano at the college/university level are not 

fluent sight-readers. He believes that sight-reading is 

both challenging and rewarding, and that an excellent way to 

practice sight-reading is through ensemble practice. Even 

though mistakes occur, cooperation among a group enables 

each to function more smoothly. Facko also believes that 

part of the sight-reading problem is the result of an 

inadequate background. He feels that too much emphasis is 

placed on yearly recitals, which seem to be projected as the 

embodiment of success. He affirms the need for an approach 

to teaching sight-reading that will help students at the 

college level learn to sight-read effectively. 

DeLone and Winold (1971, 1) also believe that sight-

reading is better taught from the ensemble approach. They 

contend that learning to sight-read, more than any other 

skill, requires direct contact with the teacher. Their 

contention is that students must have structure and 

direction if there is to be improvement and ultimate mastery 

of their sight-reading skills, and that sufficient practice 

in outside rehearsals, lessons, and classes must be 

provided. They point out, however, that most practice 
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should be done with fellow students. Duets, trios, and some 

larger ensembles should comprise a major portion of 

students' sight-reading practice. This way, practice 

becomes more pleasant and helps develop the discipline that 

is necessary for most music. Another suggestion is for 

students to vary partners. Advanced students should 

sometimes work with weaker students. This allows them to 

act as teachers and thereby helps them to develop 

confidence, which ultimately improves their reading skills. 

DeLone and Winold (1971, 2) add that "the very act of 

performing parts together will make the underlying structure 

of the music clearer and more accessible." 

Gingras (1987, 96) also advocates the use of an 

ensemble approach for learning sight-reading. He suggests 

that a musician trying to sight-read without adequate 

preparation is equivalent to a jazz artist attempting to 

improvise without the aid of printed music or memory. He 

believes that both skills necessitate confidence and correct 

training. 

Gingras (1987, 96) observes that when students play 

duets, trios, and quartets, their greatest difficulty seems 

to be rhythm, and that working with others can improve 

students' ability to sight-read. He feels that other 

elements such as tempos, dynamics, articulations, 

alterations, ornaments, and extreme registers can be 

adequately addressed only after rhythmic accuracy is 
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accomplished. Gingras (1987, 98-99) offers several 

suggestions on how to approach rhythmic problems and 

recommendations on how to visualize the written notes, which 

he labels "practice imagery." He suggests that by playing 

duets with a good reader and striving to reduce the number 

of stops, students can find ways to enjoy sight-reading as a 

challenge rather than thinking of it as a difficult task. 

Lewis (1989b, 64) maintains that sight-reading should 

be taught from the very beginning just as one teaches 

technical exercises or theory. Her three rules for sight-

reading are: (1) "look before playing, both for the time 

and key signatures and for patterns such as triads or 

repeated passages;" (2) "play slowly;" and (3) "always read 

ahead." Lewis also encourages what she calls "armchair 

sight-reading," where a student spends a certain amount of 

time each day sight-reading away from the piano. One of the 

best ways for a student to acquire sight-reading skills is 

to participate in chamber music where everyone is sight-

reading and, at the same time, trying to make music (Lewis 

1989b, 65). 

Through the years, people have utilized various 

electronic devices to aid in the instruction of sight-

reading, with varying degrees of success. In "Becoming a 

Better Sight Reader," Robert Dumm (1988) emphasizes the use 

of the metronome. Although it is important to maintain a 

steady tempo, the metronome can be slowed down or speeded up 
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to correspond with the ability of the sight-reader. When 

using the metronome, it is important not to stop to correct 

notes, not to repeat music, and to gradually increase the 

speed. Dumm (1988, 25-26) explains that individuals should 

read music exactly as they read a book—do not pause on 

every note, try not to look at the keyboard, and see as much 

as possible in one glance. 

The tachistoscope, a form of visual projector which 

allows precisely timed image projection, received limited 

use in the developing of sight-reading skills. In 1968, 

Sorel reported on an experiment that was designed to improve 

sight-reading skills. As she worked with piano majors, she 

found that many were weak in this area. She suggests that 

pianists must "inspect and assimilate, quickly and 

thoroughly, an immense and growing collection of materials" 

(1968, 3). Although she also believes that students should 

begin sight-reading training as soon as their music 

education begins, this is the exception rather than the 

rule. With these things in mind, Sorel (1968, 3) developed 

an independent learning approach using tachistoscope speed-

reading techniques. In this method of teaching, sometimes 

known as controlled exposure, notes, patterns, and phrases 

are flashed on a screen at various speeds and in graduated 

levels of difficulty, and students are asked to identify 

them. This technique was evaluated for reducing sight-

reading errors by piano majors. After eight thirty-minute 
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sessions over a two-week interval, the results indicated 

that experimental subjects demonstrated a significant 

reduction "in note and meter errors as well as an increase 

in ability to play with expression" (Sorel 1968, 3). 

During the same time period, Fjerstad (1968, 2) 

reported findings in his dissertation concerning the 

comparison of tachistoscopic and metronomic training for 

developing sight-reading. In a study of university students 

in two sections of class piano, Fjerstad reached the 

following conclusions: (1) the metronome was not superior 

to the tachistoscope; (2) reading of harmonic notation using 

the tachistoscope while holding a steady tempo using the 

metronome increases sight-reading skill; (3) employing 

varied metronomic tempos with long exposures with the 

tachistoscope increases sight-reading skills; (4) some of 

the experimental training techniques, either alone or in 

combination, could have benefited particular students more 

than the group-oriented procedures; (5) the techniques could 

have been more effective if the ability of the groups had 

been more consistent; (6) the fast tempos and short 

intervals caused more inaccuracies than the fast speeds of 

the tachistoscope; (7) errors increased when notes of a 

chord expanded to more than an octave, when there were very 

high or low ranges, and when accidentals were included; 

(8) success is more apparent when perceptual and motor 

responses are developed (Fjerstad 1968, 79-81). 
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Harrel (1978, 23) also discusses the tachistoscope and 

its relevance to the development of sight-reading skills. 

She mentions the success of this machine during World War II 

and feels that it can be valuable in group piano 

laboratories. 

It can increase motivation, heighten concentration, 
stimulate an instantaneous eye-hand response to 
individual notes and to common pitch and rhythm 
patterns, and develop memory retention. Additionally, 
it is a device which adds variety and spice to the 
class period. (Harrel 1978, 23) 

Harrel explains that the eye never moves smoothly across the 

page—it moves in stops known as fixations. Reading occurs 

during fixations, and one goal of the tachistoscope is to 

shorten these fixations. Tachistoscope drills begin with 

one note, just as reading begins with one letter and 

proceeds to longer patterns, phrases, and more difficult 

material. Flashes on the screen are shortened on a regular 

basis. Students have to begin responding more quickly in 

order to keep up. "Increased reading speed is one of the 

goals of tachistoscope training." Harrel (1978, 24) 

maintains that "speed is dependent not only on quick 

perception of meaningful units, but on smoother, rhythmic 

eye fixations across the page." She offers the following 

suggestions for tachistoscope drills: 

(1) keep them peppy and short; (2) drill frequently; 
(3) insure the success of the motor response with 
appropriate technical training; (4) prepare students 
for the type of material they will be seeing; 
(5) indicate where the image will appear on the screen 
when using patterns written in only one clef; (6) begin 
some drills slowly enough that all students may 
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succeed, and give them immediate feedback on the 
accuracy of their responses; (7) to prevent students 
from watching their hands as they play, instruct 
students to look at the screen for the exposure, find 
the place on the keyboard, look back at the screen and 
play the pattern; (8) reinforce concepts of music 
reading during tachistoscope drills; (9) follow 
tachistoscope drills with sight-reading which contains 
the drill concept in context. (Harrel 1978, 24-25) 

Johnson (1984, 30) maintains that sight-singing is an 

important aid in developing sight-reading skills. By 

forcing students to read ahead without concern for 

fingering, sight-singing encourages students to concentrate 

on the musical line and thus reduces the tendency to look 

back and forth from the music to the keyboard. Sight-

singing also helps students to understand the shape of the 

melodic lines, relationships between notes, phrasing, 

dynamics, legato, staccato, and slurs. Feeling these 

differences with their voices helps students to understand 

why they need to use hand and arm motions for various 

keyboard articulations (Johnson 1984, 30). 

Chronister (1991, 14-15) addresses the subject of music 

reading as part of summer activities and asks for input from 

other piano teachers. He believes that if students want to 

be fluent sight-readers, they must read and play new music 

up to tempo each week. One of his guest contributors, Mary 

Ann Lenti, advocates using popular music, duets, and 

listening to music while following the printed score. 

Another of Chronister's (1991, 14-15) guest contributors, 

Berdine Ehrman, rearranges classes in the summer so that 
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students work in groups and play all types of ensembles 

utilizing pop and classical music. 

In another article, Chronister (1990, 17) presents 

various teachers' ideas of how to encourage sight-reading at 

home. Contributing teacher Deborah Merrifield emphasizes 

that recognition of note patterns is a vital element in the 

success of learning to sight-read. In addition, students 

must be able to look ahead, keep their eyes on the music 

rather than the hands, and maintain a steady beat. 

In his article "Musician or Pianist," Bradley (1987, 

46-47) addresses the thought that for too long people have 

been taught to be pianists and not musicians. He believes a 

musician is actually a combination of two people: one who 

is fluent in music reading and one who can play by ear. He 

admonishes teachers to teach listening skills as well as 

reading skills. Listening and reading skills are equally 

important. Music should be taught as it relates to the 

whole rather than separating it into parts or categories. 

Bradley suggests that teachers should be called teachers of 

music rather than piano teachers. 

Street (1987, 33) confronts the issue of sight-reading 

and memorizing. When one of these areas goes undeveloped, 

the students are the losers in their efforts to enjoy music-

making. Students must be well-rounded in order to be equal 

to whatever challenge they confront. "Continually 

challenging the eyes, ear, muscles and mind is the solution 
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to maintaining a healthy balance of skills" (Street 1987, 

32). Street observes that students' fear of failure 

increases the chances that they will fail. He emphasizes 

the fact that self-confidence and a positive attitude, 

combined with adequate preparation, help students to avoid 

interference during performance due to memory failure. 

Giles (1989a, 46-47) discusses the importance of the 

recognition of groups of notes and patterns in the reading 

of music rather than recognition of single notes by letter. 

He explains that to understand the meaning of music, one 

must understand relationships between notes. Experienced 

musicians do not read music by single notes because there 

are so many notes to be read and played so quickly. Giles 

defines music meaning as the ability to recognize patterns 

in common music and the ability to play familiar patterns as 

meaningful wholes. 

Giles (1989b, 46-47) also describes musical meaning as 

"an aural and muscular experience." To understand music, 

one must begin with the ear. Students can read more easily 

when the notes on the printed page relate to something they 

understand. If they read by patterns, they will be able to 

hear what they see before they play it. 

Giles (1988, 32) advocates "teaching music literacy 

with music, not musical grammar and syntax." He encourages 

sight-reading by patterns and associating them with concepts 

already familiar to students. He compares this with the way 
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one learns to read—not by letters but by whole words. 

Success in sight-reading skills increases as more basic 

patterns are added to students' musical comprehension. 

Again, this is comparable to one learning the spoken 

language. Giles (1988, 31) maintains that fluency in 

standard rhythmic patterns is necessary. He maintains that 

rhythm is a muscular exercise rather than an intellectual 

one. 

In her comparison of music reading and language 

reading, Merrill (1953, 3-5) states that "expert language 

reading is phrase-wise; good music reading is also phrase-

wise." The eyes must move forward with a few stops on each 

line. More is comprehended as musical understanding and 

wisdom are acquired. One difference in language reading and 

music reading is that in music there is vertical and 

horizontal reading. Merrill (1953, 4) discusses likenesses 

and differences in music and language reading at length and 

adds that "understanding the musical score depends upon the 

power to grasp the musical meaning and translate it into the 

proper muscular response." She agrees with most other 

writers that one must not read note-by-note but by patterns 

and phrases. 

In his book, A Guide to Remedial Siqhtreadina for the 

Piano Student, Lawrence (1964) describes many causes of 

sight-reading problems and offers practical suggestions for 

improvement. He feels that students must be trained to 
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sight-read as they are trained to read a book. He addresses 

the vertical aspect of sight-reading as well as the 

horizontal aspect, and, like others, focuses on the eyes, 

hands, ears, and mind. Lawrence (1964, 42) lists responding 

to notation, rhythm, a large variety of note groups, and 

fingering patterns as fundamental musical skills. Other 

important sight-reading skills which he advocates being 

practiced in ensemble playing are "(1) widening the span of 

visual focus, (2) keeping the eyes on the book, (3) keeping 

the eyes moving forward, and (4) playing in rhythm" 

(Lawrence 1964, 66). 

Haug (1990/1991) reviews research concerning visual 

perception in sight-reading and offers the following 

suggestions for learning sight-reading: (1) look ahead and 

do not look back; (2) see as much as possible in one glance; 

(3) try to read one or more measures ahead; (4) with chords, 

read from the bottom up; (5) see patterns in music, not 

single notes; (6) watch the keyboard, rather than the hands; 

(7) learn to sight-read by sight-reading. 

In a series of four articles, Dumm (1984a, 1984b, 

1984c, 1984d) deals with elements that he believes are 

necessary in order to become a fluent sight-reader. 

Although discussed separately, he emphasizes that the 

elements must work together, in total cooperation. He also 

provides exercises to help students acquire the skills 

necessary for sight-reading. 
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Dumm (1984a, 39) believes the element of a person's 

sense of touch is weaker than their sense of sight; thus, "a 

good sight-reader feels his way through a piece, not note-

for-note but handful-by-handful." Students must be able to 

"read" the keyboard by feel. Dumm (1984b, 38) completes the 

discussion of the element of touch in sight-reading and next 

addresses the element of seeing. Indicating that the grand 

staff corresponds to the full piano keyboard, he emphasizes 

the point that students must know the location of any and 

all notes on it as it relates to the keyboard. Dumm (1984b, 

38) advises students: "This is a way to 'program' a large 

part of piano music into your memory bank!" 

In discussing the element of feel, Dumm (1984c, 46-47) 

notes that pianists must "practice reading and feeling all 

intervals which lie under the five-finger position." Dumm 

(1984d, 42-43) also deals with various problems which arise 

when reading a new piece of music. These include: 

accidentals, repeated notes, tied notes, breaks, skips, and 

register changes. 

In a portion of his book, The Musical Mind. Slobody 

(1985, 90) discusses the skill of sight-reading, focusing on 

eye movements, errors in reading, and expressive aspects of 

sight performance. He compares language reading with music 

reading and suggests that music should be read in patterns 

rather than note-by-note. He also addresses eye fixations 

and how they help music readers. He believes that an 
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accomplished musician must be able to play a demanding 

repertoire sensitively as well as from a technical 

standpoint. He adds that few tasks require as complete a 

musicianship as sight-reading. DeLone and Winold point out: 

Ultimately, the development of music reading skill is a 
process that unfolds throughout a musician's life, for 
as soon as one learns to cope with basic problems 
inherent in sight-reading, new challenges dealing with 
the subtle aspect of interpretation and style are 
opened. And these are challenges that must be met if 
one is to thrive as a musician and if music is to 
thrive as a vital force in our culture. (DeLone and 
Winold 1971, 2) 

The authors represented in this review of related 

literature are in total agreement that sight-reading is one 

of the most important skills a musician can possess, and 

that it is a necessity not only for the professional but the 

amateur as well. 

Brief Background of Keyboard Technology 

While the intention of this study is not to examine the 

history of keyboard technology in depth, it is necessary to 

give a short summary of its development. The use of 

electronics in the production of music dates back to the 

early part of the twentieth century. The instruments at 

that time were large, heavy, and impractical (Luening 1968, 

44). Electronic music research began in earnest during the 

1950s. According to Holland (1984, 44), the two centers 

responsible for the early experiments in synthesis during 

the fifties were the Nordwest Deutscher Rundfunk in Cologne, 

Germany, and the Columbia-Princeton Electronic Music Center 
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in the United States. As Holland points out, the large 

expensive synthesizers of the early years produced abstract 

and complex music that was far from the ubiquitous 

synthesized popular music produced today. In addition, the 

size and cost of the early synthesizers limited their use to 

a few professional studios and their audience to a small, 

elite group. 

The development of solid-state electronics in the 

sixties led to the development of the Minimoog, a relatively 

inexpensive synthesizer that was more accessible to the 

general public. Developed by Robert Moog and Herbert 

Deutch, the Minimoog became very popular for composing and 

live performances. It was, however, capable of playing only 

one note at a time. Consumer demand was responsible for 

other synthesizers being developed by manufacturers such as 

Korg, Roland, and Yamaha. Holland (1984, 44-45) felt that 

the popularity of synthesizers rivaled that of the electric 

guitar, as well as many other instruments. In the 

seventies, synthesizers capable of producing several tones 

at one time became available. 

In the late seventies, a computer which was designed to 

be built into the synthesizer revolutionized its keyboard 

design. This computerized synthesizer provided the ability 

to store various settings for a desired sound and then 

recall them at the touch of a particular button or buttons. 

Until this time, accomplishing different sounds on the 
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keyboard was a long, arduous task of reprogramming the 

synthesizer. 

Renfrow (1991a, 23) recalls that sales of electronic 

keyboards and related technology grew quickly during this 

period, and new products appeared frequently. Electronic 

keyboards of the eighties were developed with many new 

features and came in a wide variety of sizes and price 

ranges. With the improvement of the keyboards and 

technology, sales grew very rapidly. 

Prior to 1983, many competing companies were flooding 

the market with electronic techniques, devices and systems. 

There was, however, no standard for connecting equipment 

designed and produced by these various companies, making it 

impossible for any communication between them. For example, 

a Yamaha synthesizer was not compatible with a Roland 

synthesizer. Many users felt that in order for synthesizers 

to be useful to a large number of people, compatibility 

among musical instruments was essential. As a result, a 

group of leaders in the music industry reached an agreement 

on a standard for communicating digital performance data 

between keyboards made by various manufacturers. According 

to Litterest (1989a, 44), 

a minor miracle occurred in 1983 that resulted in 
several of the major synthesizer manufacturers getting 
together to agree on communications standards. Those 
standards became codified as the MIDI Specification 
1.0. 
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MIDI, or Musical Instrument Digital Interface, is a 

language that allows the computers and synthesizers of 

various companies to communicate with each other by use of 

standard cables (Litterest 1989a, 44). A digital interface 

allows the software of computers that are attached to 

electronic musical instruments to signal the electronic 

musical instrument to play specific notes and to choose the 

tone colors used (Kolosick 1985, 47). 

Kolosick (1985, 47) explains that "the MIDI allows the 

computer to 'read' the keyboard, that is, to recognize which 

keys are pressed down and which are not." In the field of 

music, this interface has two very important connotations: 

"(1) there can be two-way communication between the computer 

and a musical instrument, and (2) the speed of the computer 

is relatively unimportant because the central processor only 

sends the instructions of what to play, while the actual 

sound production is accomplished by the musical instrument's 

circuitry" (Kolosick 1985, 47). 

As a result of MIDI, synthesizers and computers are now 

closely related in music applications. The development of 

MIDI provided a standardization for connecting computers to 

synthesizers and synthesizers to other synthesizers, which 

was not possible prior to MIDI (Faber 1988, 23). 

Blackman (1986, 29) emphasizes the idea that music 

teachers must provide training using the latest 

technological resources to as many students as possible in 
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order to succeed. As she explains, the power of MIDI allows 

music students the opportunity to assume the roles of 

performers, composers, arrangers, producers, and copyists 

with "greater facility than ever imagined." The boundaries 

of musicians' imaginations are now their only limitations. 

Renfrow (1991a) heralds the development of MIDI as one 

of the most innovative developments in the field of music to 

take place in many years. In the field of music education, 

MIDI has become available as a tool only in recent years. 

It is evident, however, that electronic technology can 

contribute significantly to research and development in the 

teaching, learning, and performing of music. With the 

ability to combine all kinds of MIDI-compatible equipment, 

music teachers have access to avenues that can completely 

change the way they teach. Renfrow (1991a, 26-27) goes on 

to say that 

teaching applications using MIDI technology abound, but 
research into its uses in piano teaching is in its 
infant stages. Although relatively new, MIDI 
technology is destined to become more pervasive in the 
piano-teaching profession with each new development. 

Use of Technology in Music Instruction 

The use of computers in education has been widely 

discussed and hotly debated over the past two decades. In 

addition, "extensive research in college music theory 

programs has proven the computer's effectiveness as a tool 

in musical instruction, and further applications have 

extended into school music classes at all levels and private 
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music instruction" (Grushcow 1985, 25). The integration of 

technology into music education has helped teachers to teach 

their students more in a shorter period of time and has 

provided them with greater inspiration and motivation to 

learn. 

Although many articles, books, and papers have been 

written about how students should be taught, very little is 

actually known about how they learn. Deihl (1971, 299) 

suggests that "with its capability of controlling 

presentation of material, coordinating aural and visual 

stimuli, branching to remedial or more advanced material, 

and printing detailed records of a student's course history, 

CAI (computer-assisted instruction) appears a promising 

medium for controlling a number of troublesome variables in 

experimental research." 

Hofstetter (1979, 39) agrees that "the potential impact 

of microelectronic technology on the future of music 

education . . . is certainly considerable." Hofstetter goes 

on to describe how researchers at nine National Association 

of Schools of Music schools developed learning systems 

applications for large-scale computers. The researchers 

found that computer-based learning materials had the 

following characteristics in common: "individualizing 

instruction, emphasizing the intrinsic joy of learning and 

de-emphasizing competition with peers as a motivating force, 

giving immediate feedback, and saving time." 
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Allvin (1971, 131) points out that 

given the same kind of planning that produces good 
music instruction by present methods, every music 
student can potentially be put in a learning situation 
guided by flexible give-and-take with a computer. The 
guidance can be music like that the student receives 
when he has the undivided attention of a private 
teacher. 

Individualized instruction has been considered an ideal 

medium for any type of musical instruction for many years. 

In the last few years, however, computer-assisted 

instruction has experienced phenomenal growth. Many believe 

that the process has the possibility of addressing 

individual instruction as one of the more pressing needs in 

education (Kuhn 1974, 89). 

The principal reason for using computer-assisted 

instruction is to supplement rather than to replace 

traditional instruction. Computer-assisted instruction 

should be coordinated with the established course in such a 

way that information and drills are broken down into very 

small areas, thereby helping students to achieve the level 

of success necessary to proceed with the program. 

According to Kuhn (1974, 89), B. F. Skinner's 

conclusion that the "reinforcement of correct behavior is a 

necessary concomitant of learning" resulted in his 

investigation of "the classroom situation and the role of 

the teacher as a source of that reinforcement." This 

investigation led to "the conclusion that it is usually 

physically impossible for a teacher to provide every student 
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with individual reinforcement each time it is appropriate 

and necessary." 

As early as the sixties, the term computer-assisted 

instruction was used to characterize training in which 

computers were used to assist students in learning (Peters 

1984, 35). Computer-assisted instruction provided students 

with repetitive drills without the benefit of feedback on 

their progress. Later, Peters explains, the combination of 

computer-assisted instruction and computer-managed 

instruction were combined to provide a more advanced 

technique known as computer-based education. In addition to 

drill programs, computer-based education provided progress 

reports and was capable of setting up different problems 

based on the individual needs of students. In computer-

based education, computers are set up to analyze and assess 

students' progress, thereby tailoring the instruction to fit 

each student's needs. Computer-Based Music Instruction is 

the application of computer-based education to the field of 

music (Peters 1984, 36). 

Some of the early experiments with computer-assisted 

instruction in music were done at Stanford in 1967, 

Pennsylvania State University in 1967-69, and the University 

of Illinois from 1970 to 1973. It was at this time that 

Programmed Learning and Training Opportunity (PLATO) was 

first incorporated into the music program. In 1971, Von 

Fledt compared classroom teaching with computer-assisted 
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instruction and found that the computer program took 30 

percent less time but produced equal results. These studies 

and other similar studies helped define the need for 

computer-based instruction and provided information for 

designing programs (Eddins 1981, 7-9). 

Although the PLATO system was developed at the 

University of Illinois, it was not until 1973 that it was 

regularly used for instruction. The characteristics which 

differentiated PLATO from other programs were its "touch-

sensitive screen, keypad, random-access slide projector and 

random-access audio device" (Renfrow 1991a, 35). 

Hofstetter (1981, 46) reports that in 1974, the 

University of Delaware was responsible for the development 

of a set of ear-training programs which eventually became 

known as the GUIDO (Guided Units for Interactive Dictation 

Operations) system. The functions of this program are very 

similar to Skinner's interpretation of programmed learning 

as described by Kuhn (1974, 89). 

Students using GUIDO work individually at workstations 

for approximately two hours per week. The ear-training 

program is organized on a competency-based format which 

includes intervals, melodies, chords, harmonies, and 

rhythms. The theory sections include octave identification, 

beat units and divisions, scale types, intervals, diatonic 

chords, and transposition. After presentation of the 

material, students are asked to respond. They then receive 
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the necessary feedback and reinforcement immediately. Using 

this system, the computer monitors students' progress and 

provides the instructor with regular updates on each 

student. Because students are not aware of the type of 

instruction received by other students, it appears that the 

program is designed for each of them individually. Although 

this is not the case, programs can be adjusted to the 

individual abilities of students, from beginning young 

children to adult music majors in college (Hofstetter 1981, 

46). 

The GUIDO program, which is a complete musical program 

in ear-training and theory, is used with a PLATO terminal 

and programmable synthesizer and is quite flexible. Since 

one of PLATO's characteristics is a touch-sensitive screen, 

it allows immediate interaction on the part of the student 

and can be highly stimulating (Arenson and Hofstetter 1983, 

46-47). As a result, "GUIDO has proven to be effective in 

teaching aural skills to music students" (Eddins 1981, 10). 

In August 1975, music educators from several 

universities met on the campus of the University of Delaware 

with a plan to form the National Consortium for Computer-

Based Musical Instruction (NCCBMI). They organized with the 

expressed desires to (1) provide a forum for the exchange of 

ideas among developers and users of computer-based systems 

for musical instruction, (2) establish and maintain a 

library of music courseware, (3) reduce redundant efforts 
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among courseware and hardware developers, and (4) provide 

consultation for new users of computer-based musical 

instruction (Hofstetter 1976, 30). Such services were 

provided to schools of music nationwide. 

In the late seventies, researchers at North Texas State 

University began developing a computer-assisted instruction 

system to assist music majors in ear-training and theory 

drills. According to Ottman, et al. (1980, 79), their 

intentions were to "correlate, support and reinforce" 

students' classroom experiences based on the belief that 

"aural concepts are most effectively presented in the 

classroom, with student competence and mastery developed 

through individualized CAI." 

Taylor (1980, 58-59) points out that the designation of 

Florida State University as a Center for Music Research 

(CMR) sometime in the early eighties provided assurance that 

the future for computer-assisted instruction would be 

bright. As Taylor (1980, 58-59) states, 

Initially, the CMR will be dedicated to basic research 
in music perception, memory, and the aesthetic and 
cognitive processes of music composition and 
performance. . . . The School of Music intends to 
invite performing musicians, composers, researchers, 
and computer specialists to use the resources of the 
CMR. 

For many years, technology has played an important part 

in the lifestyles of Americans. Education, medicine, 

communication, business, space exploration, and 

transportation have all been affected by rapidly developing 
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technology. The development of computers and the 

integration of computers with earlier technology have 

resulted in capabilities that were previously considered 

impossible. 

Peters (1984, 35) points out that since 1962, a great 

deal of time and effort have gone into transferring computer 

technology into the classroom. Even as early as 1962, 

education realized that computer technology offered the 

potential to make learning more stimulating and successful. 

As technology moved from electronics to microelectronics, 

educators' visions of computers in the classroom became a 

reality. In addition, they became a vital part of daily 

life. 

Early attempts at computer-based music instruction were 

only marginally successful due to a lack of keyboards and 

inferior sound quality (Faber 1988, 23). Both of these 

problems have since been addressed and corrected. In 

addition, the development of MIDI and advanced synthesizers 

has resulted in the capability to interface keyboards and to 

produce greatly improved sound. The computer/synthesizer 

workstation, which is the result of the combination of 

computers and synthesizers, provides the potential for 

countless instructional applications. The availability of 

two-way interaction between students and computers offers 

enormous advantages to both teachers and students. With the 

computer/synthesizer workstation, input from students can be 
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from a typewriter keyboard or from a regular 

piano/synthesizer-type keyboard (Faber 1988, 23). 

Another advantage of computer-assisted music 

instruction is the capability to provide musical instruction 

to a large number of students. The capability to save, 

store, and process individual students' response data has 

also opened up a whole new range of possibilities for 

researchers concerning students' perceptions, learning 

behaviors, and curriculum development (Eddins 1981, 11). 

Hullfish and Pottebaum (1971, 86-87) list the 

"capability of handling programs for drill and practice, 

tutor and test, simulation, problem solving, games, learner 

control, and optimizing instruction in music" as advantages 

of computer-assisted instruction. In this case, optimizing 

instruction indicates the relative simplicity of changing 

information. Hullfish and Pottebaum predicted, in 1971, 

that the role of computer-assisted instruction would be 

dependent upon its capabilities. They suggested that 

teachers should spend their time working with students in 

areas where there is no substitute for a teacher, such as 

the introduction of new materials and concepts. By 

following their advice, teachers can use computer-assisted 

instruction, thus allowing more time to be spent in creative 

endeavors which reguire the presence of the teacher 

(Hullfish and Pottebaum 1971, 87). 
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In 1986, students at Boston's New England Conservatory 

took part in a new project in computer-aided ear training. 

At the end of the experiment, students using computers 

showed a notable increase in ear training skills of 50 

percent over those who were not involved with the computer. 

However, the researchers did not feel that computers should 

ever replace classroom teachers. Instead, they felt that 

computers should be used only to supplement teachers ("Ears 

to Technology" 1986, 11). 

At Virginia Commonwealth University in Richmond, 

freshman music majors are required to pass extensive 

competencies in areas such as sight-singing, rhythm reading, 

melodic dictation, harmonic dictation, and musical style. 

When these drills were moved from regular classrooms to a 

computer-assisted instruction laboratory, most students 

completed the competencies in one semester instead of the 

usual two. The time gained could be spent in such endeavors 

as composing and arranging ("Idea Bank" 1986, 44). 

It is obvious that no one program can meet the needs of 

all schools. Gross and Foltz (1981, 25) state that 

implementation and evaluation of music CAI must proceed 
in the context of each school's instructional goals and 
limitations. Just as individuals differ, so do 
institutions, so there is no one ideal system for 
everyone. 

Gross and Foltz (1981, 25) also concluded that a successful 

program must (1) be affordable, (2) result in the 

improvement of students' skills, (3) be easy to use, (4) be 
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interesting enough to maintain the attention of students, 

(5) allow for students to be evaluated before and after 

completing a course, and (6) measure attitudes and 

achievement separately. 

One of the few articles found concerning the use of 

computer/synthesizers in the instruction of sight-reading 

was by Hall (1986, 28). She briefly discussed the idea that 

the most apparent use for computer/synthesizers would be in 

the training of performers. Because computers can read data 

and indicate incorrect notes, rhythms, or tempi, passages 

that contain errors can be listened to by students and 

corrected. Hall suggests that sight-reading, memory drills, 

and improvisation practice can be handled successfully by 

computer-based systems. 

Miller (1990d, 49) briefly alludes to the teaching of 

sight-reading by suggesting that sequences and drum machines 

be used to encourage sight-reading. Miller suggests that 

prerecorded bass lines, drum patterns, and chord 

progressions are useful in helping students with the rhythm 

of a piece. 

In a recent article, Blount (1990, 121) makes a strong 

point for updating the college curriculum. He feels that 

the advances being made in technology today make it 

imperative that students be provided with opportunities to 

become acquainted with available technological resources and 

their potential uses in teaching. Blount reports, however, 
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that this is not the case on American college campuses. He 

found only a few courses and summer seminars—degree 

programs in music technology coupled with the traditional 

disciplines normally found in the Bachelor of Music were not 

to be found. The few, if any, programs that are offered are 

usually taught at irregular times with only part-time 

faculty. Blount advocates that degree programs in music 

technology should be developed and implemented and offers 

some detailed suggestions for what he believes would be an 

ideal degree program. 

Campbell (1988, 157) indicates that computer-assisted 

instruction is still very new. It takes little 

investigation to reveal how far computer-assisted 

instruction has come in just a few years. He explains that 

music classes utilizing computer-assisted instruction 

provide motivated students the opportunity to achieve 

proficiency levels higher than those possible with 

traditional teaching methods. In addition, he notes, the 

technology available today is an indication of "a future of 

increasingly powerful products that will truly enrich the 

study of basic musicianship, and thereby lay the foundations 

for increased musical sensitivity." 

One of the major problems in computer-assisted 

instruction is the resistance of some teachers to 

incorporate these innovations into their time-honored ways 

of teaching. Many teachers feel threatened; however, 
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computers cannot replace teachers in areas such as 

judgement, values, and emotion. It is important that 

educators recognize the strength of computers to expedite 

learning beyond mere exercises. Only when this happens can 

computers take their rightful place in the classroom as a 

viable means of instruction. The future of computers in the 

classroom depends upon their integration and use by teachers 

(Friedman 1985, 14-15). Some researchers question whether 

educators can afford to not use computers in teaching music 

in the classroom ("Idea Bank" 1986, 46). 

According to Faber (1988, 54), society is rapidly 

becoming dependent upon technology. Technology already 

affects the worlds of business, science, and medicine, and 

the opportunities opening up for the musical world are 

nothing short of astonishing. Faber offers music educators 

the assurance, however, that teachers and grand pianos will 

never be replaced by computer technology. Instead, he 

emphasizes, technology should be viewed as a time-saving 

tool that can be used to make music more fun and more 

accessible to students. 

Faber (1988, 54) predicts that considerable benefits 

will come as a result of the addition of technology to music 

training, but that it should never replace the development 

of technique and artistic values. The challenge for music 

educators, he points out, is to continue to promote 

aesthetic standards. By maintaining this perspective, Faber 
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suggests, the computer/synthesizer may provide the best 

teaching assistant possible. 

There is no doubt that all responses to music, whether 

it be in performing, composing, or simply appreciating, will 

be influenced by the use of computer technology. Mahin 

(1991, 31) states that "just as the invention of the piano 

dramatically altered keyboard music in the nineteenth 

century, electronic technology will alter the arts and 

education, but only when teachers have the training to use 

it effectively." As Shrader (1981, 36) stated, "The 

microcomputer revolution in music instruction has already 

occurred and it is now only a matter of time until it 

permeates all levels of instruction." 

Technology in Siaht-Readina Instruction 

Although most authors agreed on which skills are needed 

to be a fluent sight-reader, only a few articles were 

directed specifically at college piano majors. No evidence 

was found of any type of computer-assisted instruction 

directed toward the development of sight-reading skills of 

college piano majors, even though a considerable amount was 

found for other areas of music. It is hoped that this 

research project will facilitate the development of 

computer-assisted sight-reading courses. 

The need for acquisition of sight-reading skills for 

college piano majors is acute. Since many pianists are very 

poor sight-readers, developing objectives and means for more 
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effectual sight-reading instruction will address an area 

that has, on the whole, been neglected. 



CHAPTER III 

RESEARCH METHODS AND PROCEDURES 

This study was designed to ascertain the current status 

of teaching sight-reading skills to undergraduate piano 

majors in randomly selected National Association of Schools 

of Music (NASM) colleges and universities. It attempted to 

determine if sight-reading is being taught as a specific 

component of the curriculum, to identify methods and 

techniques in current use, to determine the extent of 

keyboard and computer-assisted learning technology usage, to 

identify the more effective methods and techniques being 

used, and to assess composite information in search of 

potential enhancements to sight-reading instruction, 

including the utilization of recent computer technology 

applications in education and learning. 

Research Design 

The method used was survey research with a 

questionnaire sent to the selected NASM colleges and 

universities. In addition to the survey questions, the 

respondents were also requested to identify sight-reading 

instructors and professional accompanists who they feel are 

outstanding and who understand the importance of sight-

50 
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reading skills and their relationship to piano instruction. 

This was a means of validating the survey results. 

Description of the Instrument 

The instrument designed for use in this study was a 

questionnaire entitled Piano Sight-Reading Instructional 

Survey (see Appendix A). The design of the questionnaire 

was developed by the researcher and was based on ideas and 

guidelines found in Rainbow and Froehlich, 1987; Babbie, 

1986; Oppenheim, 1966, and other doctoral research at the 

University of North Texas and other universities. 

Suggestions by Borg and Gall, 1983, of emphasis on clarity, 

shortness of items, avoidance of technical terms and 

avoidance of leading or biased questions were observed. 

Other professionals in the fields of music and research were 

also consulted. 

Types of questions utilized in the questionnaire 

included open-ended, closed-ended, forced-choice, listing 

and Likert scales, which allowed individuals to indicate 

their relative agreement or disagreement. 

Procedures for the Collection of Data 

The questionnaire was validated by a pilot study 

utilizing four individuals who understand the importance of 

sight-reading to ascertain if the questions were 

appropriate. These people were Jean Barr, Eastman School of 

Music; Jeffrey Chappell, Goucher College; Robert 
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Mayerovitch, Baldwin-Wallace College; and Ann Pope, Bowling 

Green State University. Those chosen to participate in the 

pilot questionnaire were sent a cover letter (see Appendix 

B), questionnaire and a stamped envelope. They were asked 

to make suggestions as to clarification of questions or 

instructions, suggest additional questions or deletion of 

questions and report concerning the time required to fill 

out the instrument. Upon receipt of the completed 

questionnaires, necessary revisions were made and the 

questionnaire in final format was sent to randomly selected 

NASM schools. Two to three weeks were allowed for initial 

responses, after which time follow-up letters were mailed. 

The collection of data was made in two stages. Stage 

One of this research attempted to determine the status of 

sight-reading instruction to undergraduate piano majors by 

asking piano sight-reading instructors to respond to a 

questionnaire and rate in significance a sequence of 

questions, giving opinions on several issues. For 

classification purposes, additional information was 

requested as to age, sex, highest degree earned, rank, and 

type and size of school employing the respondent. 

Stage Two of the research focused on seven prominent 

sight-reading teachers and accompanists identified by the 

respondents. Those professionals recognized most often by 

the instructors were contacted by telephone and, upon 

agreeing to be interviewed, were sent the same questionnaire 
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along with a letter of explanation (see Appendix H) and an 

Interview Outline (see Appendix I). Within two weeks after 

receiving the letter and questionnaire, they were 

interviewed by telephone or in person concerning their views 

of the status of sight-reading instruction in colleges and 

universities to undergraduate piano majors. They were also 

requested to provide input as to how these programs can be 

strengthened and possibly changed. 

Procedures for the Presentation of Data 

Presentation and analysis of data, summaries, 

discussion, conclusions and recommendations were based on 

responses of the questionnaires returned and professionals 

interviewed. 

As the questionnaires were received, verification was 

made to determine that all information had been registered. 

Questionnaires were discarded if it was determined that the 

respondent answered in an irresponsible manner. 

After all questionnaires had been received, each 

question was addressed individually. Tables revealed 

consistencies and inconsistencies of responses by 

percentages. According to Rainbow and Froehlich (1987, 

205), "in most surveys the data collected tend to be in the 

qualitative class and are thus most often presented in 

percentages." The nature of the information is descriptive 

identification of what is being done and being used, 

perceptions of individuals in terms of success, and values 
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of certain methods and techniques. Thus, a descriptive 

narrative summarized each question or group of questions. 

Final conclusions and recommendations are based upon 

the summations and emergent tendencies observable from the 

data and interviews with the professionals. 



CHAPTER IV 

PRESENTATION AND ANALYSIS OF THE DATA 

Data presented in this chapter are the result of 

information obtained from a questionnaire (see Appendix A) 

which was sent to piano department chairpersons of 168 

randomly selected colleges and universities as listed in the 

National Association of Schools of Music 1992 Directory. Of 

the 168 questionnaires mailed, 83 were returned. These 

represent 49.4 percent of the population to whom they were 

sent. Since a 10-50 percent return is considered by 

researchers as a sufficient sample, the 49.4 percent seems 

to be acceptable (Selltix, Jahoda, Deutsch, Cook, 1965, 

241). 

It was designed to examine undergraduate piano major 

curricula to determine if and how sight-reading is being 

taught to undergraduate piano majors, and further to 

determine whether any type of technology is being utilized 

in its instruction. As a part of determining the status of 

sight-reading instruction in these NASM schools, piano 

department chairpersons or sight-reading instructors were 

requested to respond to queries as to whether their 

respective schools offered courses in sight-reading and how 

they were being taught. They were asked to express opinions 

concerning the use of current technology in these sight-
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reading courses. In addition, they were asked whether 

sight-reading instruction should be a requirement for all 

undergraduate piano majors; if they, themselves, were 

currently teaching these classes; and to describe and 

identify any methods and/or materials, including technology, 

they found to be successful. 

Demographics 

For clarification purposes, Q-l through Q-6 requested 

information as to age, sex, highest degree earned, rank, 

type, and size of school employing the respondent. This 

information was used to determine if any of these factors 

might affect the results of the responses. An examination 

of Tables 4-1 through 4-5 reveal the demographic data for 

the respondents who returned the questionnaires and 

percentages of each grouping. 

As can be observed, two age groups were equal in their 

response with 58 percent of the respondents. The second 

largest group was the 56-65 age group with 22 percent. The 

26-35 age group was a distant third with 13 percent. Hence, 

the majority of respondents for this analysis were between 

Table 4-1.—Age of Participants 

Age Responses No Response Percent 

25 or below l 1% 

26-35 11 13% 

36-45 24 29% 
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Table 4-1—Continued 

Age Responses No Response Percent 

46-55 24 29% 

56-65 18 22% 

66-older 2 2% 

4 9-

the ages of 36 and 55. Of those sight-reading instructors 

responding, 41 percent were female and 55 percent were male. 

Table 4-2.—Sex of Participants 

Sex Responses No Response Percent 

Female 34 41% 

Male 46 55% 

3 4% 

In regards to degree and major field study of teachers, the 

largest group responding from programs offering bachelor's, 

master's and doctoral degrees indicated their major field 

was applied piano with bachelor's, 59 percent; master's, 66 

percent; and doctorate, 42 percent. Organ, theory, 

Table 4-3.—Degrees and Major Field 

Response Percent 

Bachelor's 

Applied Piano 49 59% 

Applied Piano/ 

Accompanying 1 1% 

Applied Piano/Pedagogy 0 0% 

Piano Pedagogy 3 4% 
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Response Percent 

Music Education/Piano 17 20% 

Other 7 8% 

Master's 

Applied Piano 55 66% 

Applied Piano/ 
Accompanying 2 2% 

Applied Piano/Pedagogy 0 0% 

Piano Pedagogy 3 4% 

Music Education/Piano 8 10% 

Other 7 8% 

Doctorate 

Applied Piano 35 42% 

Applied Piano/ 
Accompanying 3 4% 

Applied Piano/Pedagogy 1 1% 

Piano Pedagogy 1 1% 

Music Education/Piano 4 5% 

Other 8 10% 

Other 

Other Majors 10 12% 

composition, music literature, musicology, Artist Diploma 

and Master's of Fine Arts were all listed under the "Other" 

category, but these represented only a small portion of the 

responses. Information in Table 4-4 indicates that the 

largest number of respondents, 34 percent, held the rank of 

Professor, with Associate Professor and Assistant Professor 

close with 25 percent and 24 percent, respectively. 
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Table 4-4.—Rank of Participants 

Rank Responses No Response Percent 

Professor 28 34% 

Associate Professor 21 25% 

Assistant Professor 20 24% 

Instructor 6 7% 

Other 2 

6 

2% 

7% 

Eighty-three percent of all respondents held the rank of 

Assistant Professor or above. With 59 percent of the 

respondents in the senior rank category, the professorial 

weight lends credence and authority to their responses and 

thus adds weight to the study. The "Other" category 

included such titles as Artist-In-Residence. A clear 

majority of schools fall into the State-Supported category 

(Table 4-5) with 65 percent, and private schools comprise 23 

Table 4-5.—Type of School of Participant 

Type of School Response No Response Percent 

State Supported 54 65% 

Private 19 23% 

Other 1 1% 

11 9-

percent. Size of school (Table 4-6) varies greatly, but a 

majority of the respondents indicated they were from the 

Senior College plus master's degree and Senior Colleges 
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Table 4-6.—Size of School of Participant 

Size of School Response No Response Percent 

Research University 7 8% 

Doctorate Granting 
University 17 20% 

Senior College plus 
master's degree 29 35% 

Senior College 22 27% 

Junior Community 
College 

6 7% 

Other 1 

1 

1% 

1% 

with a combined percentage of 62 percent. Ranking third 

would be Doctorate Granting Universities with 20 percent of 

the total response. 

Sight-Reading Course Requirements in 
College/University Curriculum 

Q-7 asked those responding to indicate whether or not 

they believed sight-reading ability was a necessity for 

undergraduate piano majors. A clear majority of 71 percent 

expressed strong support for the necessity of sight-reading 

ability of undergraduate piano majors. Percentages for each 

of the responses are given in Table 4-7. The significant 

Table 4-7.—Opinion as to the Necessity of Sight-Reading 
Ability of Undergraduate Piano Majors 

Opinion Response No Response Percent 

Strongly Agree 59 71% 

Agree 19 23% 
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Table 4-7—Continued 

Opinion Response No Response Percent 

Disagree 0 0% 

Strongly Disagree 0 0% 

5 6% 

level of stated support for the relevance of sight-reading 

in a program for undergraduate piano majors indicates the 

importance this topic currently holds for music educators. 

However, when asked in Q-ll if sight-reading courses were 

required in their own institution, 35 percent could indicate 

it was, while in 58 percent of the institutions it was not 

required. For those whose institution offers classes in 

sight-reading, Q-12 asked where the instruction took place. 

Seventeen percent indicated that it occurred in a separate 

class devoted to sight-reading. Twenty-two percent said 

that instruction took place in an advanced piano class or 

within the private piano lesson. Piano labs, accompanying 

classes and piano ensembles were also mentioned as 

appropriate places for the instruction of sight-reading. 

When asked how successful their institution had been in 

teaching sight-reading (Q-13), 30 percent indicated 

"moderately successful," while "highly successful" and 

"unsuccessful" rated 1 percent and 5 percent, respectively. 

Q-14 asked the respondents to identify the source of 

material used in sight-reading classes. Thirteen percent 

indicated that they used original material, while 27 percent 



62 

used published material such as Sightreading At The Keyboard 

by Robert Spillman, Keyboard Sight-Reading by Ellen 

Burmeister, Introduction to Sight-Reading by H. Keilman, 

Preparatory Exercises in Score Reading by Morris/Ferguson, 

original duets by Beethoven, Mozart, Clementi, Schubert, 

Brahms, etc., and published four-hand music of arrangements 

of symphonies by Beethoven, Haydn and Mozart. 

In Q-16, respondents were asked to list, in order of 

importance, three courses apart from applied music that they 

felt most contributed to competency in sight-reading. The 

courses listed by the respondents are enumerated in Table 4-

8. The percentage exceeds 100% as each respondent was asked 

to list three courses. 

Table 4-8.—Classes Considered Important in the Instruction 
of Sight-Reading 

Important Classes Responses Percent 

Theory 38 46% 

Accompany i ng 37 45% 

Class Piano 15 18% 

Keyboard Skills 14 17% 

Ear Training 10 12% 

Sight Singing 9 11% 

Sight-Reading 8 10% 

Private Piano 4 5% 

Pedagogy 4 5% 

Keyboard Harmony 4 5% 

Choir 3 4% 

Musicianship 2 2% 
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Important Classes Responses Percent 

Music Education 2 2% 

Music History 2 2% 

Keyboard Literature 2 2% 

Conducting 2 2% 

Band 2 2% 

Orchestration 1 1% 

Structural Analysis 1 1% 

Playing in Chapel 
or Church 1 1% 

Performance Studies 1 1% 

Improvisation 1 1% 

Secondary Piano 1 1% 

Eurythmics 1 1% 

Oral Skills 1 1% 

Q-8 asked respondents to indicate their opinion 

concerning sight-reading requirements for undergraduate 

piano majors. An examination of information in Table 4-9 

reveals these opinions to be consistent. A majority of 

Table 4-9.—Opinion Concerning Sight-Reading Requirements 
for Undergraduate Piano Majors 

Response No Response Percent 

Siaht-readina at the piano can be tauaht. 

Strongly Agree 41 49% 

Agree 37 45% 

Disagree 1 1% 

Strongly Disagree 0 0% 

4 5% 
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Table 4-9—Continued 

Response No Response Percent 

Only individuals with an innate ability can be highly 
competent siaht-readers. 

Strongly Agree 6 7% 

Agree 8 10% 

Disagree 38 46% 

Strongly Disagree 14 17% 

17 20% 

Courses in sight-reading should be a requirement of all 
undergraduate piano majors. 

Strongly Agree 31 37% 

Agree 24 29% 

Disagree 19 1% 

Strongly Disagree 1 1% 

8 10% 

these respondents, 94 percent, believe that sight-reading 

can be taught, but 37 percent felt that one does not have to 

have an innate (natural) ability to learn to be a good 

sight-reader. Sixty-six percent believe that sight-reading 

should be required of all undergraduate piano majors. 

Answers to Q-9, Table 4-10, revealed some strong feelings 

concerning the instruction of sight-reading to undergraduate 

Table 4-10.—Opinion Regarding the Instruction of Sight-
Reading to Undergraduate Piano Majors 

Response No Response Percent 

It is possible for instructors to adequately teach sight-
reading if thev themselves are not strongf experienced 
sight readers. 

Strongly Agree 5 6% 
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Table 4-10—Continued 

Response No Response Percent 

•b 

'o 

•b 

Agree 31 37 

Disagree 32 39 

Strongly Disagree 5 6 

10 12% 

It is possible for piano instructors on the college/ 
university level to be effective sight-reading instructors 
without training in computer-assisted instruction and 
keyboard technology. 

Strongly Agree 38 46% 

Agree 35 42% 

Disagree 1 1% 

Strongly Disagree 2 2% 

7 8% 

Computer-assisted instruction can enhance a sight-reading 
program. 

Strongly Agree 10 12% 

Agree 30 36% 

Disagree 32 39% 

Strongly Disagree 6 7% 

5 6% 

Instruction in computer-assisted instruction should be 
required of all students as part of the undergraduate 
piano maior curriculum. 

Strongly Agree 4 5% 

Agree 30 36% 

Disagree 32 39% 

Strongly Disagree 6 7% 

11 10% 

Piano majors should be required to become proficient in 
keyboard technology before graduation fMIDI. sampling. 
synthesizers. etc.1. 

Strongly Agree 5 6% 

Agree 41 49% 
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Table 4-10—Continued 

Response No Response Percent 

Disagree 28 34% 

Strongly Disagree 0 0% 

9 11% 

piano majors. Responses are equally divided as to whether 

instructors must themselves be strong, experienced sight-

readers. Forty-five percent believe the instructor must be 

a strong sight-reader while 45 percent feel that is not 

particularly true. An overwhelming majority, 88 percent, do 

not feel that training in CAI is necessary to be an 

effective sight-reading teacher. As to whether CAI can 

enhance sight-reading instruction, the respondents are again 

divided. Forty-eight percent indicate it can enhance a 

program while 46 percent do not think it necessary. The 

suggestion of requiring CAI for undergraduate piano majors 

again divides the respondents. Of those disagreeing, some 

46 percent predominated, while 41 percent were in agreement. 

The suggestion that piano majors be required to become 

proficient in keyboard technology before graduation was 

agreed upon by 55 percent, while those disagreeing accounted 

for 34 percent. 

There seems to be some confusion with these last three 

questions. It appears a majority of the respondents believe 

CAI and keyboard technology can enhance a sight-reading 

program and that piano majors should become proficient in 
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keyboard technology before graduation, but they are not sure 

it should be a required part of the undergraduate 

curriculum. There were a few respondents who made no 

responses to these three questions. Several persons 

provided comments at the end of the questionnaire that these 

"no" responses simply indicated that they did not know 

enough about CAI and keyboard technology to answer some 

questions. 

Q-23 asked the respondents to check required courses as 

applicable to undergraduate piano majors. The frequency of 

responses from the greatest to the least are listed in Table 

4-11. It can be noted that required courses in sight-

reading do figure strongly in undergraduate piano major 

curriculum, in keeping with other information gathered from 

Table 4-11.—Courses Required at Universities for 
Undergraduate Piano Majors 

Courses Required Response Percent 

Applied Piano 78 94?-

Piano Literature 56 67% 

Piano Pedagogy 56 67% 

Accompanying 47 57% 

Chamber Music 36 43% 

Piano Ensemble 32 39% 

Advanced Piano 

Class 18 22% 

Sight-Reading 17 20% 

Computer Classes 9 11% 
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Courses Required Response Percent 

Other 8 10% 

Audio Visual/Media 1 1% 

the questionnaire. Classes listed in the "other" category 

include performance class, keyboard skills, theory and 

conducting. Q-24 asked who most commonly teaches sight-

reading classes in the respondent's institution. Sixty-five 

percent indicated the sight-reading was usually taught by 

the applied piano teacher with 21 percent handled by the 

theory/ear training instructor, 5 percent by faculty 

accompanists and 3 percent by graduate assistants. Since 

the respondents could indicate more than one answer, the 

total exceeds 100 percent. When asked in Q-17 if 

respondents took any courses designed specifically for 

improvement of sight-reading, some 18 percent indicated they 

had done so while 61 percent answered in the negative. 

Those answering positively listed such sight-reading 

improvement classes as accompanying, chamber ensemble, 

keyboard harmony, functional piano, and sight-reading lab. 

Use of Technology in the Instruction 
of Siaht-Readina 

Q-10 listed fourteen types of old and new technology 

that had the possibility of being used in the instruction of 

sight-reading and asked the respondents to indicate to what 

degree they agreed with the use of each one, and also to 
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indicate if that particular item was currently being used in 

their institution. The items with the number of responses 

for each item and the corresponding percentages have been 

listed in Table 4-12. Again, in their comments, many 

respondents apologized for not answering all the questions 

but, with their lack of experience with much of the 

technology, they felt unable to make any statement at all. 

Responses missing from individual items are indicated in the 

NO RESPONSE column. The data following the information and 

percentages indicate the number of schools currently using 

that particular item. 

Table 4-12.—Opinion Concerning Types of Old and New 
Technology Available for Use in the Instruction of Sight-

Reading to Undergraduate Piano Majors 

Response No Response Percent 

LIGHTED STAFF: 

Strongly Agree 4 5% 

Agree 23 28% 

Disagree 19 23% 

Strongly Disagree 6 7% 

12 14% 

Is item currently being utilized at vour institution? 

Yes 19 23% 

N o 52 63% 

12 14% 

LIGHTED KEYBOARD: 

Strongly Agree 4 5% 

Agree 20 24% 
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Table 4-12—Continued 

Response No Response Percent 

Disagree 23 28% 

Strongly Disagree 6 7% 

30 36% 

Is item currently being utilized at your institution? 

Yes 16 19% 

No 55 66% 

12 14% 

SYNTHESIZER: 

Strongly Agree 5 6% 

Agree 26 31% 

Disagree 18 22% 

Strongly Disagree 4 5% 

30 36% 

Is item currently being utilized at your institution? 

Yes 35 42% 

No 35 42% 

13 16 

SEQUENCER: 

Strongly Agree 6 7% 

Agree 22 27% 

Disagree 20 24% 

Strongly Disagree 3 4% 

Is item currently being utilized at your institution? 

Yes 30 36% 

No 40 48% 

TACHISTOSCOPE; 

Strongly Agree 2 2% 

Agree 13 16% 

Disagree 21 25% 

Strongly Disagree 4 5% 
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Table 4-12—Continued 

Response No Response Percent 

Is item currently being utilized at your institution? 

Yes 4 5% 

No 44 53% 

OVERHEAD PROJECTOR: 

Strongly Agree 8 10% 

Agree 14 17% 

Disagree 26 31% 

Strongly Disagree 5 6% 

30 36% 

Is item currently being utilized at your institution? 

Yes 36 43% 

No 34 41% 

SLIDE PROJECTOR: 

Strongly Agree 0 0% 

Agree 21 25% 

Disagree 22 27% 

Strongly Disagree 5 6% 

35 42% 

Is item currently being utilized at your institution? 

Yes 19 23% 

No 50 60% 

ELECTRONIC KEYBOARD: 

Strongly Agree 12 14% 

Agree 31 37% 

Disagree 10 12% 

Strongly Disagree 2 2% 

28 34% 

Is item currently being utilized at your institution? 

Yes 57 69% 

No 12 14% 
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Response No Response Percent 

DRUM MACHINE: 

Strongly Agree 4 5% 

Agree 25 30% 

Disagree 21 25% 

Strongly Disagree 3 4% 

30 36% 

Is item currently being utilized at your institution? 

Yes 23 28% 

No 45 54% 

METRONOME: 

Strongly Agree 25 30% 

Agree 27 33% 

Disagree 4 5% 

Strongly Disagree 2 2% 

25 30% 

Is item currently being utilized at your institution? 

Yes 61 73% 

No 10 12% 

COMPUTER PROGRAMS: 

Strongly Agree 13 16% 

Agree 28 34% 

Disagree io 12% 

Strongly Disagree 4 5% 

28 34% 

Is item currently being utilized at vour institution? 

Yes 35 42% 

No 35 42% 

'o 

SEQUENCED MUSIC ON ELECTRONIC KEYBOARD: 

Strongly Agree 7 8% 

Agree 36 43% 
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Table 4-12—Continued 

Response No Response Percent 

Disagree 10 12% 

Strongly Disagree 1 1% 

29 35% 

Is item currently being utilized at your institution? 

Yes 25 30% 

NO 45 54% 

MUSIC MINUS ONE: 

Strongly Agree 4 5% 

Agree 23 28% 

Disagree 17 20% 

Strongly Disagree 5 6% 

34 41% 

Is item currently being utilized at your institution? 

Yes 13 16% 

No 53 64% 

Information derived from Q-15 has been tabulated in 

Table 4-13. Respondents were to identify as many methods 

and/or techniques which they employed while teaching sight-

reading as they felt appropriate. "Ensemble playing" 

registered the highest amount of response at 35 percent with 

Table 4-13.—Methods/Techniques Used in Sight-Reading 
Instruction 

Methods/Techniques Response Percent 

Ensemble Playing 29 13% 

CAI 5 6% 

Synthesizer 5 6% 

Lighted Staff 7 8% 
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Methods/Techniques Response Percent 

Tachistoscope 1 1% 

Overhead Projector 5 6% 

Electronic Keyboard 9 11% 

Drum Machine 4 5% 

Metronome 18 22% 

Pre-recorded music 
(one part missing) 5 6% 

MUSIC MINUS ONE 2 2% 

Other 6 7% 

"metronome" following at 22 percent. Both of these so-

called "methods or techniques" constitute a majority of the 

responses. It becomes increasingly obvious that any kind of 

new technology or equipment has found little use in the 

instruction of sight-reading. Probable reasons for this 

will be discussed at length in the summary, discussion and 

conclusion (Chapter VI). Responses to Q-18 indicated that 

48 percent of the institutions represented by the respondent 

have the capability to utilize computer and keyboard 

technology, with 28 indicating that they do not. Q-19 asked 

if respondents were familiar with any CAI program that had a 

substantial amount of sight-reading material in it and 5 

percent indicated that they do. Titles of programs they 

provided include Guido. Note Wizard, and Piano Works. 

Q-20 asked if they were aware of any CAI program 

dealing inclusively with sight-reading instruction. This 

time, all answered negatively. Fifty-five percent of the 
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respondents did agree, relative to Q-21, that materials 

presented in MIDI and/or Computer-Assisted Instruction 

environments can increase the effectiveness of sight-reading 

skills. When asked in Q-22 if students at their institution 

were being taught using CAI with electronic keyboard 

technology, 37 percent indicated in the affirmative. A 

majority of those classes were being taught by music 

department personnel, not the computer science department. 

In response to Q-25, 19 percent indicated they used 

computers, electronic keyboards, or synthesizers in their 

sight-reading classes. Fifty-eight answered negatively with 

5 percent giving no response. Q-26 asked for brands of 

electronic keyboards in use in their classrooms. The brands 

and percentages of responses are listed in decreasing order 

in Table 4-14. 

Table 4-14.—Brands of Electronic Keyboards and Accompanying 
Technology Presently Used in Classes 

Brands Response Percent 

Roland 8 10% 

Yamaha-Clavinova 4 5% 

Wurlitzer 2 2% 

Baldwin 2 2% 

Atari 1 1% 

Kawai 1 1% 

Kurzweil 1 1% 
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Answers to Q-27 indicate that few have computers in their 

classrooms to use in the instruction of sight-reading. Only 

four responses were given, with three for a Macintosh and 

one with an IBM Compatible. 

Expert Sicrht--Readincf Instructors 
and Accompanists 

Q-28 requested that respondents identify up to five 

individuals they considered to be expert sight-reading 

instructors. Appendix E lists in alphabetical order those 

individuals named by the respondents and the college or 

university they represent. 

Appendix F lists in alphabetical order the individuals 

requested in Q-29 whom the respondents consider outstanding 

accompanists, along with the college or university they 

represent. 

Additional Comments 

Throughout the questionnaire, respondents were asked to 

make any comments they felt appropriate. All agreed that 

sight-reading ability was a necessity and that ways and 

means must be explored to improve methods and techniques for 

this neglected aspect of the undergraduate piano majors' 

curriculum. Sample comments are found in Appendix G. 

Conclusion 

Information accumulated in this questionnaire will be 

helpful in determining future directions for the instruction 
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of sight-reading. The questionnaire provided substantial 

data concerning the instruction of sight-reading; it 

identified methods and techniques in current use; it has 

helped determine the limited extent of keyboard and 

computer-assisted learning technology usage within sight-

reading classes; and it has helped to identify some 

successful methods and techniques in current use. Further, 

it has helped to assess the composite information to 

identify current and potential enhancements to sight-reading 

instruction with particular emphasis upon recent computer 

technology applications in education and learning. 



CHAPTER V 

INTERVIEWS WITH PROFESSIONALS 

Professionals interviewed for this study were chosen by 

using the responses to Q-28 and Q-29 on the questionnaire 

sent to piano department chairmen or sight-reading 

instructors in a random selection of NASM colleges and 

universities. All interviews were conducted by telephone. 

These individuals (Table 5-1) represent schools of various 

sizes and types and most geographical areas of the United 

States. These two questions asked for the respondents to 

identify highly regarded sight-reading instructors and 

prominent accompanists. In many instances names would 

appear on both lists because these individuals were 

involved in both activities. 

Table 5-1.—Professionals Interviewed for the Study 

Jean Barr Eastman School of Music 
Shields Collins Bray Fort Worth Symphony 
Ellen Burmeister University of Wisconsin 
Paula Fan University of Arizona 
Bill Henderson University of Alabama 
Ann Pope Bowling Green State University 
Robert Spillman University of Colorado-Boulder 

Each professional who agreed to be interviewed was sent 

the same questionnaire as the NASM schools received. This 

78 
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was to familiarize them with the study. They were also sent 

a letter of explanation (Appendix H) with an Interview 

Outline (Appendix I). Each interview was tape-recorded with 

the permission of the individual and summarized. If 

requested, they were sent a transcript of the conversation. 

A summary of their views on sight-reading and the 

implications of possible use of CAI technology follows, 

along with biographical information. 

Jean Barr 

Jean Barr holds the rank of Professor of Music at 

Eastman School of Music, Rochester, New York. She directs 

the piano accompanying and chamber music programs, 

supervises a TA who teaches the undergraduate sight-reading 

classes, and supervises graduate assistants in accompanying. 

She does extensive accompanying herself, not only at Eastman 

but also widely in the United States and Europe. She 

received her bachelor's degree in piano performance from 

Northwestern University and her master's and doctor's 

degrees in Piano Accompanying from the University of 

Southern California. Her doctorate in accompanying from USC 

was the first accompanying degree in the world and was 

designed for her. In addition to her responsibilities at 

Eastman, Barr travels extensively during the summers and has 

spent the last eight years in Europe. She is on the faculty 

of the International Workshop which is held in a different 

location every summer. There are workshops for strings, art 
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and piano, and she is on the faculty for the piano workshop. 

She has been active as the guest artist in many local and 

state MTNA conventions and has written articles for some of 

the state MTNA magazines. 

Barr is a firm believer that sight-reading can be 

taught and that one does not need to have an innate ability 

to become an outstanding sight-reader. She says it also 

depends upon the "pianistic technical competency" of the 

person you are trying to teach. This natural ability or 

that certain "spark" can be beneficial and make learning to 

accompany much easier. Many students arrive at college as a 

"regional treasure" and egos can "get in the way." She 

feels that if students are not good sight-readers when they 

arrive at college, two things can happen: (1) they are 

embarrassed because they cannot do it although they are 

accomplished pianists, and/or (2) they cannot see the point 

in it or think it is a waste of time. If, however, they 

fail to develop some expertise in sight-reading, they will 

be stymied in their profession. It is helpful if these 

students start when they are young, at a time when sight-

reading is fun and before they decide it can be difficult. 

She feels she has had success in teaching sight-reading but 

has found that one has to "put a carrot at the end of the 

pole and carry a big stick." 

Barr strongly reinforces the idea that sight-reading 

should not be a part of the private piano lesson except for 
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the teacher to encourage it. Time is limited, with too much 

solo material to cover, to also work on sight-reading in the 

applied lesson. More and more schools are including sight-

reading in accompanying classes. She observed also that 

many independent teachers in America are beginning to 

realize the importance of sight-reading, and this idea is 

being strengthened by the Music Teachers National 

Association. Competitions involving sight-reading and 

ensemble playing could serve as a means to encourage more 

work in this area. She believes that theory and keyboard 

skills are beneficial in the acquisition of sight-reading 

skills but feels that students of similar ability should be 

scheduled together for maximum benefit. This would allow 

for more difficult literature and exercises to be 

incorporated, thus helping the pianists develop more 

competency. It would be helpful if theory classes and 

keyboard-skills courses would correlate the kinds of 

materials being taught relative to clefs, et cetera, in each 

course. Transposition, open-score reading and 

improvisations are an absolute must in the instruction of 

sight-reading. It would be helpful if this type of training 

would begin much earlier than college age. Starting young 

helps students develop confidence in their sight-reading and 

encourages them to continue as they grow older. 

Barr believes that the choral directors and piano 

teachers for pre-college students must begin to talk 
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together in panels because each one misunderstands and 

mistrusts the other. If that barrier could be broken, 

we could get back to providing the opportunities while 
solving the very real need that exists in the school 
. . . and answer the problems of the independent 
teacher in which they find the best students and work 
them to death. 

Another problem on the collegiate level is that there is 

more we have to teach them now than in the past. 

Concerning the question of technology being used in the 

instruction of sight-reading, Barr indicated that it should 

be "in addition to" rather than as a regular component of 

the applied piano lessons. In fact, she is not sure that it 

would be useful at all on the collegiate level. At the high 

school level, perhaps it would help. Many of the students 

coming to college today as piano majors play well and are 

embarrassed because they cannot sight-read and do not want 

to be "made a fool of." It is a difficult transition to 

move to the collegiate level as they realize that there are 

many talented students and the competition is 

much keener than they expected. 

Barr is intrigued by computer-assisted instruction 

(CAI). Using technology to aid sight-reading in both high 

school and college could work if the program is "catchy and 

zippy and can capture the attention of these students," but 

it must never supplant the private teacher in regular 

applied instruction. 
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It is her opinion that it would be interesting to 

approach the National Conference on Piano Pedagogy about 

developing some type of symposium or conference to try to 

bring together elements of the music instruction field and 

CAI field. This group would discuss the problems of 

teaching sight-reading and ways and means of improving this 

vital area. This could possibly involve the development of 

computer programs as a supplement to techniques already in 

use. 

For most schools, the financial feasibility of extended 

use of technology is, at best, long term. Capital equipment 

budgets in many places have been cut extensively. Many 

schools must make a decision to buy support equipment or to 

give scholarships to students. The idea is well worth 

developing even though its use may become reality only after 

long-term planning. 

Shields Collins Bray 

Shields Bray is not currently teaching in a college or 

university but is a full-time pianist for the Fort Worth 

Symphony, Fort Worth, Texas. He received his bachelor's 

degree from Arizona State University and master's from Texas 

Christian University with both degrees being in applied 

piano. Previously he taught theory and sight-singing at TCU 

as well as in the preparatory department. He is active not 

only as a piano soloist with the orchestra at home and on 

tour but in chamber music as well. This particular 
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orchestra is perceived to some degree as the state orchestra 

of Texas and performs many programs for school children. He 

particularly enjoys the opportunity to play many concertos 

with the orchestra. Presently, he is preparing to make a 

recording of a new piano concerto by a New Orleans composer, 

Jay Wiegel. 

Bray believes that sight-reading can be taught, but it 

also helps to have that innate ability. Many people find it 

easier to sight-read than others; but, if children begin at 

an early age with a good method, such as the Frances Clark 

method, they will become better readers. If they learn at 

an early age when they think it is fun, and before they 

discover that it is hard, they will be more likely to just 

"do it." If it is made part of piano lessons where one 

possibly plays duets with the teacher, it can be fun and 

educational at the same time. 

Sight-reading is very personal and "no two people 

sight-read in the same way." Bray believes a lot of this 

depends on the earlier training. The kind of music one is 

"brought up on" or has more experience with can make a vast 

difference. If one has played for church, the vertical 

reading from choir music may be their strong point. Some 

people can read scale passages fluently while others miss 

every one. 
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One should also develop the ability to play by ear. 

He believes that "the more you play by ear, the more you can 

recognize certain patterns in printed music." 

To the question concerning a student waiting until high 

school or college to learn to sight-read, he indicated that 

he believes it can be done, but it is better if students 

have as many opportunities and practical experiences as 

possible early in their training. They need to develop a 

musical vocabulary. 

Instruction in sight-reading should be approached in 

some class other than the applied piano lesson in which 

there is never enough time for solo literature. Classes 

such as Keyboard Skills, Theory, and Sight-Singing with 

solfege syllables are important classes to address this 

area. Accompanying, ensembles, improvisation and open-score 

reading all help to improve the student's sight-reading 

ability. Orchestral open-score reading is especially hard 

but excellent experience. This is especially true if it is 

by composers such as Mahler and Strauss whose chords are 

often full and thick. Orchestral score reading presents 

some problems which are unique to this type of reading. 

Scores are large with perhaps as few as two measures per 

page. The student must learn which lines to play and which 

lines to omit and still make the piece recognizable. 

Bray feels that the individuals teaching sight-reading 

classes, ensembles, accompanying, et cetera, would probably 
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be better teachers if they themselves had to struggle to 

become good sight-readers. His reasoning for this was that 

if a person had to seriously think about the subject and had 

problems to overcome, he would be better qualified to help 

someone else. That person will 

recognize certain patterns, know what to leave out, 
what to leave in, and can tell you certain tricks such 
as: try to get the bass line and the treble only, or 
something like that; here, just try to do the inner 
parts; here, try to do this; here, try to do that. 

The person that has "always done it well" cannot verbalize 

the process of learning and may not be as well-equipped to 

teach sight-reading. It is important to "exhort students to 

keep going. Don't stop." 

Materials that could be used in sight-reading classes 

would include compositions such as contemporary piano 

pieces. The less familiar symphonies of Beethoven, Mozart 

and Haydn in two-piano scores are very useful. The only 

time Bray would recommend textbooks would be for the piano 

majors who absolutely could not read. Unfortunately, piano 

majors with limited skills in sight-reading are more common 

than would be expected. Many students think expertise in 

sight-reading is not important because "they have this 

mindset that they're going to be a big star and they're 

going to win this and that competition." 

Bray states that all keyboard majors need to become 

functional in CAI. If funds, faculty and expertise were 

available and programs were developed, sight-reading 
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instruction could possibly be aided. If a program were 

developed, it should be set up in such a way that the 

student would have to keep going. This kind of program 

would be in addition to the applied lesson, not as part of 

it. 

Finally, he states that students need to have more 

ensemble and accompanying experience. Practical experience 

must be available. It must be done over and over, and 

preferably this begins at a very early age. They will do 

this if they are responsible and want to be marketable. "It 

is the student's ultimate responsibility." 

Ellen Burmeister 

Ellen Burmeister, noted author of the sight-reading 

textbook Keyboard Siaht-Readina. is a professor of music at 

the University of Wisconsin in Madison. She received her 

bachelor's and master's degrees from what is now Wichita 

State University. She spent two summers at Aspen (for piano 

study, one with Victor Babin), three summers at Santa Fe 

(Babin's summer home), and one summer at the University of 

Michigan. Her responsibilities include teaching applied 

piano to all levels, from beginner to graduate students. 

She has taught sight-reading at the University of Wisconsin 

for many years and her book was an outgrowth of these 

classes. There are no sight-reading classes required for 

undergraduate piano majors at the University of Wisconsin, 

but these students are required to accompany. 
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Burmeister believes that sight-reading can be learned. 

She also feels that people who are excellent sight-readers 

probably were never taught. Students must be given the 

chance, see what they must be able to do and realize that 

somehow it must be done. They must experience it or "just 

do it." Experience in sight-reading can be gained in 

classes such as sight-reading and accompanying, but it 

should be included in the private lesson. There is, 

however, so much repertoire to be covered in these lessons 

that it is very difficult to include it. Theory can be 

beneficial in the training of sight-readers. Features from 

transposition, open score, and improvisation can carry over 

into sight-reading. Another course she would recommend is 

speed reading. 

For a teacher to be successful in teaching sight-

reading, he must be able to decide what it was that made 

sight-reading easy and then be able to translate that 

information to the students. "The main thing is that they 

really want to teach the course." They must develop the 

ability to observe the students, decide what they were doing 

that hindered their progress, and find a way to help them 

alleviate the problem/s. 

Concerning technology, Burmeister thinks that it very 

likely has a place in the instruction of sight-reading. She 

adds that she does not use technology and probably never 

will, but it can be useful. It seems that theory 
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instructors have integrated computers into their teaching 

very well. So far, keyboard teachers have not, and she 

would never use it in any way if it interfered with her 

teaching approach and beliefs. There are some elements of 

technology that "sound kind of interesting." 

The one thing she would like to see happen in the area 

of sight-reading is for applied teachers to incorporate it 

in such a way that the students understand that their 

teachers really believe it is important. She feels that 

applied teachers must take an interest in this vital area 

and realize that not all students will make a living in the 

performance area. There is good money to be made if one is 

an outstanding accompanist. Teachers must re-evaluate their 

own attitudes. 

Paula Fan 

Since 1976, Paula Fan has been on the faculty of the 

University of Arizona where she is an Associate Professor of 

Music. She received her bachelor's degree in piano 

performance from that university, and her master's and 

doctorate from the University of Southern California. Both 

advanced degrees were in accompanying. She is the chairman 

of the piano department. Other responsibilities include 

administrative duties, teaching undergraduate accompanying 

in class form, teaching graduate accompanying in class form, 

and one-on-one individual lessons. She is the coordinator 

for the master's degree in accompanying as well as a vocal 
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coach for graduate singers. She has taught art song and 

lyric diction. 

Fan's performances have taken her around the world to 

such places as China, where she was the first accompanying 

coach invited there in 1981 as a guest of the government. 

She has also performed extensively in Australia, the Far 

East, Japan, Hong Kong, and Europe, as well as in the United 

States. Most of her performances are in ensembles, but she 

also performs as a soloist and as an orchestral pianist with 

the Tucson Symphony. 

She is active in workshops and master classes in 

accompanying and vocal interpretation and is currently 

working in conjunction with the medical school, putting 

together a workshop for dysfunctional musicians, or music 

medicine. Interest in this field was generated when she was 

required to stop playing for a year while she was (in her 

words) a "dysfunctional pianist." She has written a series 

of articles for clarinet magazines because of her experience 

in accompanying wind players. She has recorded fourteen 

albums, three of which are solo albums and the remainder 

ensembles. Invitations from Hong Kong, Australia and the 

British Broadcasting System have resulted in her 

performances being broadcast in those areas. She is also 

active in educational concerts for children. 

Fan believes that anyone can be taught to sight-read, 

although some people find it easier to do than others. She 
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refers to the old myth "eye-hand, ear-hand" traditional 

concept as limitations but feels that both types can be 

"taught and trained through practice to improve." In 

answering the question concerning when a student can or 

should learn to sight-read, she states that it can be 

acquired, but those who sight-read naturally will "just do 

it and others will have to work at it." 

Sight-reading is not being taught enough. There is 

some evidence that this trend is possibly changing. 

Students are beginning to realize what a degree in piano is 

good for and that they must be more practical. "Sight-

reading is a skill that will make them more marketable." 

Fan feels students are not given enough time to receive 

instruction in sight-reading, perhaps because the number of 

hours they need to comprise a program has grown so much in 

the past few years. Some of this is due to increases in 

NASM requirements. Too many times faculty tend to look upon 

accompanying class as a service class and not on "the 

reality of life." At the present time there seems to be a 

certain "haphazard quality" to teaching. Sight-reading 

should be taught in separate courses, but students should 

have the option of testing out if they demonstrate the 

ability to do so. Score reading, transposition, and 

improvisation are all important aspects of sight-reading. 

She does feel, however, that speed of learning and an innate 

feel for ensemble is more important than sight-reading being 
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a prerequisite to being a good accompanist. Courses such as 

theory can be a strength if they encompass learning how to 

see things on a score. Analysis can be helpful but this is 

dependent on "how the intellectual hooks up to the 

physical." Everyone has "a different set of wires, so to 

speak, that functions; some connections function more 

efficiently than others." 

Fan does not use textbooks in her sight-reading classes 

but uses basic materials that stress one thing at a time, 

such as seeing patterns. Basic exercise patterns like 

scales, arpeggios, and wide interval leaps following basic 

outlines for keyboard geography (the layout and physical 

texture of the keyboard) are examples of her early 

instruction. There are many common problems, such as 

keeping the eyes moving ahead and up and down, which usually 

mean the distrust of one's instincts of the geography of the 

keyboard. 

She requires her students to work extensively in pairs, 

with one student usually being stronger than the other, 

which will encourage or force the weaker student to "keep 

up." For new sight-readers the time is usually quite short, 

perhaps 10-15 minutes, due to the intensity of the work. 

She is convinced that the best sight-readers will not 

usually be the best sight-reading teachers. They have not 

had to break it down into components in an efficient manner 

and do not understand what they are really doing when they 
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sight-read. This does not mean they cannot learn and become 

excellent teachers, but it has to be approached in an 

analytical manner, a manner in which they have to think 

about what they are doing. 

Computers can be used to "ease the load and substitute 

for another person in the sense that the speed-reading 

visual is used." With MIDI, if there is more than one 

track, it can replace another person. In this way CAI can 

be valuable. It must never replace the instructor, but it 

does "replace the tedium associated with it . . . they can 

take over the functions of a teacher with unending 

patience." 

Fan would be interested in using CAI if and when it 

becomes available. She feels that the most attractive idea 

would be the aspect of drill in CAI because sight-reading 

only improves through drill, and with this type of 

technology the teacher would be free for other things. 

As to the question concerning the usefulness of a 

conference or symposium on sight-reading, Fan is not 

convinced it is the answer. There is usually a "lot of 

philosophical discussion, a term here and there . . . but 

sometimes we suffer from the 'too many cooks' syndrome." If 

a good CAI program is developed, a good programmer "with the 

right sympathies" and the correct guidance will have to "go 

and do it." 
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Bill Henderson 

As Associate Professor of Music at the University of 

Alabama, Bill Henderson's responsibilities include teaching 

applied piano and accompanying. He also directs the 

University Opera Theatre. His performing is presently 

limited to accompanying and conducting due to his heavy 

schedule. He has been on the faculty at the University of 

Alabama since graduating there with bachelor's and master's 

degrees. Post-graduate work was done at Manhattan School of 

Music. 

Henderson is convinced that sight-reading can be taught 

but is not sure the same level of proficiency can be 

attained by one who is not naturally a good sight-reader. 

For the good readers, the eye-hand coordination is natural 

and sight-reading presents few problems. 

There is not enough emphasis placed on sight-reading. 

It appears there is no guided program beginning with the 

younger students and the weakness is showing up on the 

college level at an increasing rate. He believes that 

sight-reading should be taught outside the applied music 

lesson, using guided exercises and repertoire. It could be 

incorporated into a type of weekly or monthly class activity 

and, with imagination, could achieve better results. 

For his classes, Henderson uses materials that 

he has worked out over the years. He strives to graduate 

from an awareness of the pattern recognition and the hand 
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position and limits it initially to the single position 

without much movement. He feels that most of the material 

moves too quickly for best results and would be interested 

in seeing a graduated program developed—in particular, a 

program of graded materials. This would include enough 

"exercises and guides toward discovering those exercises or 

giving direction for where they might find the material." 

In required ensemble and accompanying classes, he includes 

four-hand pieces and two-piano works which include "a lot of 

Haydn." 

The best instructor for a sight-reading class, as a 

rule, would probably be the person for whom sight-reading 

had not come easily. This person would be able to explain 

problems and "have a better awareness of what is needed than 

the natural sight-reader." But there are always exceptions. 

Courses in the college curriculum that would enhance 

the acquisition of sight-reading skills would include any 

kind of applied, theoretical keyboard work, particularly 

those courses in which one learns to recognize harmonic 

structures and analysis. Students must be able to apply 

what they have learned or "intellectualize it." If they are 

unable to do so, it has served no useful purpose. The 

courses should include transposition, open-score reading, 

and improvisation. 

For several years Henderson has considered the 

potential use of CAI and keyboard technology in his sight-
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reading classes. With some expertise in computers, he has 

given considerable thought into the development of a type of 

sight-reading program in terms of it being capable of 

feedback wherein the computer analyzes one's work and grades 

the student. He knows of no program of this type on the 

market today but would definitely use it if one became 

available. 

The one thing Henderson would like to see happening in 

sight-reading instruction is technological advancement. It 

should include repetitive-type exercises that the students 

could work with and evaluative materials. 

He would also welcome a specific session at a conference, or 

a conference itself, to get together with colleagues in the 

field to share new ideas and concepts on how best to 

approach sight-reading to undergraduate piano majors. It 

would also be a major step if we could convince elementary 

and secondary teachers—from early grades through high 

school—to push sight-reading as a primary responsibility 

"as opposed to something that is secondary to their 

teaching." 

Ann Pope 

Musical education began for Ann Pope in Chattanooga, 

Tennessee, at a conservatory that is now part of the 

University of Tennessee system. Later she graduated from 

Florida State University with a bachelor's degree and 

subseguently received a master's degree from Bowling Green 
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State University. Both degrees were in applied piano. She 

is presently on the faculty of Bowling Green State 

University, the only place she has taught. Her 

responsibilities include teaching piano pedagogy. Her 

present professional activity is primarily as part of a two-

piano team with occasional professional solo or accompanist 

appearances. This is in contrast with extensive 

accompanying early in her career. She prefers to 

concentrate more on performing as part of a two-piano team. 

Workshops that she conducts now are usually in 

conjunction with her duo-piano partner. They were 

convention artists for the West Virginia MTNA state 

convention in October 1992. She has published arrangements 

of two-piano music and plans to do more arranging for this 

medium in the near future. 

Pope believes that you can expand students7 ability to 

sight-read by "giving them hints. It is just a matter of 

whether you believe there is such a thing as musical talent 

to begin with." She feels that if one has some talent, he 

can become a sight-reader with work. It is, however, much 

easier for those who start early, but she also believes in 

"musical propensity toward musicality." Anyone can sight-

read if one does not have "physical limitations like 

dyslexia or something like that." Students should be 

exposed to a lot of ensemble playing and accompanying. 
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Early experiences such as school and church provide 

opportunities that are invaluable to the student. 

Sight-reading should be taught outside the private 

lesson because lessons usually focus on repertoire. Other 

courses that would help improve sight-reading could be an 

actual sight-reading course, accompanying class, and 

ensemble class. Theory and analysis classes would do well 

only if the students can synthesize very well, and "very few 

students . . . can synthesize what they learn in a separate 

theory class with what they are actually doing when they are 

out there doing it." Transposition, open-score reading, and 

improvisation all have a positive impact on learning to 

sight-read. 

Pope feels it would be unusual if a student, who could 

not yet sight-read, suddenly developed into a good sight-

reader after coming to college. Usually, students with 

musical talent have the interest and motivation to do a lot 

of reading in their younger years. She also believes that 

it is probably easier for people to teach sight-reading who 

have overcome their own struggles in sight-reading. They 

seem to know how and what they had to do to learn and can 

then teach with a better understanding. Music to be used in 

sight-reading classes would be determined by the level of 

the students and would include published solo and duet 

literature. 
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Computer-assisted instruction could be valuable if the 

programs, yet to be developed, made one's eyes move in a 

fluid way: forward at all times. Eye movement must be 

taught, and it must be forced forward. One problem that 

must be addressed is that of expertise in the field. 

Teachers must develop this expertise in presenting it to 

their students. If funds and faculty become available, the 

opportunities would be limitless. The teacher will never be 

without a job. "It is just mind-expanding.11 

Pope would like to have a sight-reading course that 

would be partly just traditional; i.e., "sticking stuff in 

front of people's faces and then guiding them along." 

Teachers need to be available to tell students how to do it 

and make sure they are thinking in that way. They need to 

understand that the process of sight-reading is different 

according to what kind of music you are playing. Twentieth-

century music makes you "turn off the ears and literally 

read it." In teaching sight-reading, students must 

encounter non-tonal music like Bartok as well as the 

traditional tonal music. 

Robert Spillman 

As Professor of Music, Robert Spillman has spent the 

last six years at the University of Colorado at Boulder 

where he is chairman of the keyboard department. He 

received his bachelor's and master's degrees at Eastman 

School of Music, majoring in piano and theory, respectively. 
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He spent ten years playing concerts in Germany, after which 

he taught at Eastman for fourteen years. In addition to 

private piano, he teaches accompanying and sight-reading, 

and from these endeavors came his two textbooks: 

Siahtreadina At The Piano and The Art of Accompanying: 

Master Lessons from The Repertoire. Spillman is also on the 

faculty at the Aspen Music Festival. He is not only active 

as a solo performer but also as an accompanist and makes 

numerous concerto appearances. He is a frequent speaker for 

workshops and master classes, appearing at various state 

conventions such as in Missouri, South Dakota, and Oklahoma 

as well as in his home state of Colorado. 

When asked if a person can be taught sight-reading or 

was the ability to be outstanding dependent on innate 

ability, Spillman was firm in his belief that the innate 

ability actually comes from "environment as to whether 

somebody is a bright, alert, open personality." One should 

be taught from an early age to be curious and analytical. 

Otherwise, he felt that it should just be taught. One of 

the best possible ways for a young pianist (pre-college) to 

study is to have theory lessons almost as frequently as the 

private piano lesson. For the college level, sight-reading 

should be taught in separate courses such as Keyboard Skills 

or Advanced Keyboard Skills. In these classes students are 

guided in their attempt to take the keyboard part of theory 

and go further into such areas as improvisation and playing 
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by ear. At the University of Colorado, freshman students 

have a semester of sight-reading and a semester of 

accompanying. During the sophomore year, they move to 

advanced keyboard skills. 

He was in total agreement that transposition and open-

score reading improves sight-reading ability. He felt that 

"it's really important because it makes the reading into it 

[sic] not a mystery or some sort of osmosis thing, but makes 

it more intelligent and more aware." 

On the subject of technology use in sight-reading 

instruction, his answers were tilted away from technology 

because he feels that is not the direction we should be 

going. Although if theory departments have programs that 

seem to be successful in theory instruction, it is possible 

that at some point we may develop equipment that is 

sophisticated enough about keyboard skills to do some basic 

things like quick progressions. He believes that it is more 

important to have real people to work with rather than a 

machine. In other words, the main thing is just doing it by 

working in ensembles rather than using the technology. One 

needs extensive work in theory, analysis and sight-reading. 

One also must use every opportunity to go to concerts and to 

learn to listen intelligently. 

In the future, Spillman would like to develop a 

completely graded type of progression that a student could 

"hook into at any time." It would be a "microcosm of sight-
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reading." Hopefully, with a series of this kind, students 

could be convinced to become more serious about sight-

reading and spend half an hour a day practicing these 

exercises. It would be dealing with actual music by 

composers rather than interval exercises. He also 

recommends using duets like the easier movements of Mother 

Goose. easier dances of Schubert, and music that is written 

for four hands. 

Students avoid studying sight-reading because they 

think it is unnecessary. Students must realize that if they 

really want to make a living playing the piano, they have to 

do more than play solo material. They will have to play for 

such things as ballet classes, choruses, church choir, and 

musical comedies, to name a few, if they will actually 

"fulfill their dream of playing the piano and being paid for 

it." Accompanying, ensemble, and private piano are all 

important but theory is very important. His final comments 

were to "pay attention in theory class and listen to music a 

lot." 



CHAPTER VI 

SUMMARY, FINDINGS, CONCLUSIONS 

AND RECOMMENDATIONS 

This study was designed to determine the current status 

of teaching sight-reading skills to undergraduate piano 

majors in selected NASM colleges and universities. 

Summary 

The purposes of the study were (1) to determine if 

sight-reading is being taught as a specific component of the 

curriculum and who is responsible for its instruction; (2) 

to identify methods and techniques of teaching in current 

use in the instruction of sight-reading to undergraduate 

piano majors; (3) to determine the extent of technology 

usage within sight-reading instruction to undergraduate 

piano majors, including utilization of recent computer 

technology applications in education and learning; (4) to 

identify the most effective methods and techniques as 

determined by experts in sight-reading and accompanying; and 

(5) to determine if the methods identified by the experts 

are currently being incorporated into the instruction of 

sight-reading to undergraduate piano majors. 

Sight-reading has been a neglected facet of keyboard 

training. In the past, there has been some debate as to how 

103 
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it should be taught or if one must have an innate ability to 

be a really accomplished sight-reader. Even though numerous 

articles have been written over the years concerning this 

skill, there has not been general agreement as to how it 

should be done. 

The significance of the study concerned the acquisition 

of sight-reading skills as a tool for pianists or aspiring 

pianists. Although a major part of the task of developing 

student sight-reading skills is the responsibility of the 

instructor, the student must demonstrate initiative in 

maintaining a diligent awareness of the importance of 

developing this vital skill. Specific advances in computer-

assisted instruction and MIDI technology offer the potential 

of introducing sight-reading instruction in more diverse 

ways. This study compiled knowledge collected from the 

survey and sought to develop objectives and means for more 

effectual sight-reading instruction. 

The study was delimited to a sample of 504 total member 

schools of National Association of Schools of Music listed 

in the 1992 directory. The random sampling included one-

third (168) of the NASM members. They were surveyed by 

means of a questionnaire entitled Piano Siaht-Readina 

Instructional Survey, sent to the Piano Department Chairman 

or sight-reading instructor. Also, the study was restricted 

to sight-reading instruction for undergraduate piano majors. 

The schools represented a variety of sizes, types, and 
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geographical areas. When interpreting data of this type, 

certain limitations can influence generalization, 

interpretation and the drawing of conclusions. Those 

limitations in this study include type of educational 

preparation for music instruction, teacher's degree of 

knowledge and experience, and availability or the lack of 

finances, facilities and equipment. 

The relevance of sight-reading instruction was evident 

in the written comments of the respondents and those 

interviewed, indicating the need they felt for the 

acquisition of sight-reading skills. Nearly all respondents 

indicated they have little or no experience in using CAI nor 

do they use CAI for sight-reading instruction. Further, 

they reported no knowledge of appropriate programs available 

for sight-reading instruction. 

As determination of the status of sight-reading 

instruction was being made, outstanding sight-reading 

instructors and prominent accompanists were identified as 

specialists in their field. Seven of these specialists were 

interviewed by telephone. The interview was designed to 

determine their views on the status of sight-reading 

instruction in colleges and universities to undergraduate 

piano majors and how these programs could be strengthened, 

perhaps changed, and the possibility for the utilization of 

CAI. 
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Information acquired from the questionnaires and 

interviews was tabulated and recorded as stated in Chapters 

III and IV. This information furnished the essential 

material for analyzing and evaluating sight-reading programs 

in NASM schools. Conclusions and recommendations are based 

on the results of the returned questionnaires and 

interviews. 

General Findings 

All respondents of the survey and professionals 

identified by the respondents to be expert in the field of 

sight-reading and accompanying agreed that there is a real 

need for undergraduate piano majors to be able to sight-read 

fluently. A clear majority (94 percent) of the respondents 

and all of the professionals believe that sight-reading can 

be taught, but some people have a more natural tendency 

toward developing this skill than others. 

It can be noted that while the respondents indicated 

the critical need for sight-reading skills, only 35 percent 

of the institutions represented required a specific course 

or courses in sight-reading, with 31 percent indicating 

success in these courses of instruction. Many felt that the 

deficiency in sight-reading skills exhibited by 

undergraduate piano majors could be traced to a lack of 

emphasis on these skills in early training. 

Theory, sight-reading, accompanying, class piano, and 

keyboard skills were named by the greatest number of 
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respondents. These courses were deemed necessary also by 

the professionals in the training of sight-readers. 

Respondents and professionals were asked about 

materials in use. They agreed that materials already 

published were the most common and the ones most used. 

Respondents were given a list of old and new technology 

and asked what type of keyboard technology was presently 

being incorporated into the instruction of sight-reading at 

their institutions. Those items showing the largest amount 

of usage were: metronome, 73 percent; electronic keyboards, 

69 percent; overhead projector, 43 percent; and synthesizer, 

42 percent. When asked what methods and/or techniques were 

employed in the instruction of sight-reading, "ensemble" 

playing registered the largest amount with 35 percent and 

"metronome" following at 22 percent. 

When asked if they were familiar with CAI programs with 

any amount of sight-reading instruction/drills, only 5 

percent indicated in the affirmative. Fifty-five percent 

believe that material presented in MIDI and/or computer-

assisted instruction environments can increase the 

effectiveness of sight-reading skills and indicated the need 

for CAI in sight-reading instruction. 

All agree that computer-assisted instruction is not 

available at this time for instruction and drill in sight-

reading. Most, however, believe that when faculty, 

expertise, and finances are available, a well-designed CAI 
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program in sight-reading could give teachers assistance in 

the routine drill work connected with sight-reading 

instruction. 

Specific Findings 

1. There is a real need for undergraduate piano 

majors to be able to sight-read fluently. 

2. Sight-reading can be taught, with some persons 

having a more natural tendency toward developing this skill 

than others. 

3. Proficiency in sight-reading is necessary in order 

to be marketable—that is, in order for one to be able to 

secure a job. 

4. Private piano teachers and public school music 

teachers must become more aware of the necessity of 

developing sight-reading skills in their pre-college 

students. 

5. In order for students to develop the ability to 

translate the intellectual learning to the practical 

application of reading notes on the printed page, it will be 

necessary for them to have courses in theory, sight-reading, 

accompanying, class piano and keyboard skills. 

6. There exists a need for a graded series of 

exercises and repertoire for use in sight-reading 

instruction. 

7. Of the little technology available, the older 

technology far predominates the new technology. 
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8. The only types of technology frequently used were 

found to be those not closely associated with CAI. 

9. The probable reason older technology is being used 

is that computer and keyboard technology has not yet become 

a part of sight-reading instruction, and applied piano 

teachers or students have little or no training in this 

area. 

10. A well-designed, comprehensive CAI program in 

sight-reading could provide teachers assistance in the 

routine drill work connected with sight-reading instruction. 

11. In the future, it will become necessary for piano 

faculty to be proficient in CAI technology. 

12. Future job descriptions may need to include 

proficiency in keyboard and computer technology. 

13. Piano students need to be knowledgeable in CAI. 

14. Some type of symposium or conference should be 

developed in which experts in the music field and CAI field 

would be brought together with the intent of finding the 

means and procedure for developing a CAI program devoted 

exclusively to sight-reading instruction. 

15. There must be sufficient finances to provide 

adequate facilities for the instruction of sight-reading. 

16. There were no emerging tendencies observed in the 

current instruction of sight-reading, but there was a strong 

agreement among respondents that there is a need for the 
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development of a sight-reading program which utilizes the 

technical advances of CAI. 

Conclusions 

1. Demonstrable skills needed by pianists to be 

proficient at sight-reading are acquired through courses 

such as theory, sight-reading, accompanying, class piano and 

keyboard skills. 

2. Few, if any, specific methods and techniques/ 

strategies have been or are currently being used in the 

instruction of sight-reading. 

3. Currently there is limited pre-electronic 

technology being used in the instruction of sight-reading. 

The most common ones in use are the metronome and projectors 

such as the tachistoscope. Strong points of the metronome 

and projectors are that they are mechanical aids of relative 

simplicity and have been found to be reliable and helpful in 

limited areas of use—the metronome for constant speeds and 

rhythms and the projectors for controlled speed of eye 

movement. For the metronome, there are no weak points. For 

projectors, being labor intensive and requiring a darkened 

room, a screen and specially prepared materials could be 

considered weak points. 

4. Possible means of improving sight-reading 

instruction include: 1) encouraging pre-college piano and 

music instructors to focus more on sight-reading, 2) 

developing a series of graded exercises and repertoire for 
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this instruction, 3) requiring more sight-reading courses on 

the college or university level, 4) combining "traditional" 

instruction with CAI, 5) developing a comprehensive CAI 

program for supplemental assistance in sight-reading 

instruction, and 5) helping teachers develop competence in 

computer and keyboard technology by developing workshops or 

conferences. 

Recommendations 

Because the vital area of sight-reading instruction to 

undergraduate piano majors has been critically neglected 

over the years, there is an observed lack of awareness and a 

perceived need, as indicated by the survey respondents and 

interviews, that must be addressed if piano students are to 

attain not only their playing potential but their wage-

earning potential. The summation of applications and 

interpretations of the data acquired from the questionnaire 

and interviews would suggest the following recommendations: 

1. As expressed by the respondents and indicated 

professionals, teachers of private piano and public school 

music need to be made aware of the urgent necessity of 

developing the student's sight-reading ability. Therefore, 

an awareness of the necessity of sight-reading skills must 

be developed by these teachers at all age levels, 

particularly those of the younger students, in an effort to 

begin developing this vital area at the beginning of piano 
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study and continuing it through a series of graded 

repertoire. 

2. There is a strong, expressed need for a series of 

graded exercises and repertoire to aid in the instruction of 

sight-reading. Therefore, effort needs to be focused on 

developing such a series. 

3. As indicated by the respondents, there is a lack of 

required sight-reading courses. Therefore, there is a 

definite need to develop separate, required classes for 

undergraduate piano majors that focus on sight-reading. 

These would include activities in which music would be 

presented in a "traditional manner" but students would 

receive guidance from the teacher as to how to approach this 

area of critical need. When students test out of the class, 

they would be required to participate as a pianist in 

regularly scheduled chamber music, ensembles and 

accompanying every semester until graduation. 

4. Those interviewed expressed a desire to approach 

the National Conference of Piano Pedagogy or the Music 

Teachers National Association about developing some type of 

symposium or conference as a way to punctuate the need of 

combining traditional methods of teaching sight-reading to 

undergraduate piano majors with Computer-Assisted 

Instruction. An effort could then be made to find ways of 

bringing together elements of the music instruction field 

and CAI field. This group would discuss the problems of 
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teaching sight-reading and ways and means of improving this 

vital area. This could involve the discussion and 

identification of the means to utilize computer programs as 

a supplement to techniques already in use. 

5. A majority of respondents indicated an absolute 

void of CAI programs to assist in the instruction of sight-

reading skills. It was determined that there is a need to 

develop a comprehensive CAI program for supplemental aid to 

the traditional means of instruction of sight-reading to 

undergraduate piano majors. The program would be capable of 

replicating technological or mechanical devices that have 

proven successful in some aspect of teaching sight-reading. 

It would be designed in such a manner that students' work 

could be analyzed and graded. Before beginning a project of 

this nature, research needs to be done to try to determine 

how a person learns to sight-read. This could involve two 

groups of students: control and experimental. This would 

be an ideal situation for testing the second and fourth 

recommendations listed above. 

6. There is an expressed need for supplemental use of 

CAI for the instruction of sight-reading to undergraduate 

piano majors. Therefore, colleges and universities need to 

be encouraged to require knowledge of computer and keyboard 

technology in job descriptions. 

7. It was determined that many piano teachers were 

deficient in computer and keyboard technology. Therefore, 
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programs or workshops need to be developed in which 

professors currently teaching undergraduate piano majors 

could become proficient in computer and keyboard technology. 

Not only would they be able to use the skill in their 

teaching, but they would be able to train their students. 

8. As CAI technology is permeating almost every facet 

of education, there is a determined need for requiring 

undergraduate piano majors to become proficient in computer 

and keyboard technology. 

9. If computer and keyboard technology is to be 

incorporated into colleges and universities as supported by 

the research, music school administrators will have to be 

educated as to the need in this vital area and the necessity 

of providing financial and maintenance support of computer 

and keyboard technology laboratories. This would help bring 

the keyboard department of colleges and universities to the 

point that piano students would graduate with a competency 

that would be incorporated into their own teaching. It 

would also begin to bring the technological advances to the 

keyboard area that theory has used for several years. 

10. There was an observed need to design workshops or 

conferences that would give undergraduate piano majors an 

opportunity to be aware of future wage-earning potential. 

It would emphasize the need of developing sight-reading 

skills as piano majors will need this skill to be marketable 

in the professional reality of a competitive job market. 
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QUESTIONNAIRE 

SIGHT-READING FOR PIANO MAJORS 

DEMOGRAPHIC DATA 

GENERAL INSTRUCTIONS: Either a pen or pencil may be used to complete this questionnaire. Host 
of the questions may be answered by simply placing an X in the appropriate box; other questions 
ask for added comments, if any. Please use the space provided below each question for 
comments. 

1. Please check the appropriate blanks for categorizing purposes. 

Age: Sex: 

a. 
b. 
c. 
d. 
e. 
f. 

25 or below 
26-35 
36-45 
46-55 
56-65 
66-older 

a. [ ] Female 
b. [ ] Hale 

2. Degrees and major field of study: 

a. [ ] Bachelor's 
[ ] Applied Piano 
[ ] Applied Piano/ 

Accompanying 
t ] Applied Piano/Pedagogy 
[ ] Piano Pedagogy 
[ ] Music Education/Piano 
[ ] Other. Please specify. 

] Doctorate 
[ ] Applied Piano 
[ j Applied Piano/ 

Accompanying 
[ ] Applied Piano/Pedagogy 
[ ] Piano Pedagogy 
[ j Music Education/Piano 
[ ] Other. Please specify. 

b. [ ] Master's 
[ ] Applied Piano 
[ ] Applied Piano/ 

Accompanying 
[ ] Applied Piano/Pedagogy 
[ ] Piano Pedagogy 
[ ] Music Education/Piano 
[ ] Other. Please specify. 

Other. Please specify. 
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3. Indicate your present academic rank. 

a. [ ] Professor 
b. [ ] Associate Professor 
c. [ ] Assistant Professor 
d. t j Instructor 
e. [ ] Other. Please specify. 

5. Indicate the size of school where you 
are employed. 

a. 
b. 
c. 

d. 
e. 
f. 

[ ] 
[ ] 
[ ] 
[ ] 
[ ] 

Research university 
Doctorate-granting university 
Senior college plus master's 
degree 
Senior college 
Junior or community college 
Other. Please specify. 

Indicate the type of school where you are 
employed. 

a. 
b. [ 
c. [ 

[ ] State supported 
Private 
Other. Please specify. 

6. Please indicate the location of your 
institution. 

City State 

In questions 7, 8 and 9 please indicate whether you strongly agree (SA), agree (A), disagree (D) or 
strongly disagree (SD). 

7. Indicate your opinion concerning the necessity of sight-reading ability of undergraduate 
piano majors. 

SA A D SD 

[ ] [ ] [ ] [ ] Sight-reading is an essential component of the training of piano 
majors. 
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Indicate your opinion concerning sight-reading requirements for undergraduate piano majors. 

SA A D SD 

a. [ ] [ ] [ ] [ ] Sight-reading at the piano can be taught. 

b. [ ] [ ] [ ] [ ] Only individuals with an innate ability can be highly competent 
sight-readers. 

c. [ ] [ ] [ ] [ ] Courses in sight-reading should be a requireient of all 
undergraduate piano majors. 

9. Indicate your opinion regarding the instruction of sight-reading to undergraduate piano 
majors. 

SA A D SD 

a. [ ] [ ] [ ] [ ] It is possible for instructors to adequately teach sight-reading if 
they themselves are not strong, experienced sight-readers. 

b. [ ] [ ] [ ] [ ] It is possible for piano instructors on the college/university 
level to be effective sight-reading instructors without training in 
computer-assisted instruction and keyboard technology. 

c. [ ] [ ] [ ] [ ] Computer-assisted instruction can enhance a sight-reading program. 

d. [ ] [ ] [ ] [ ] Instruction in computer-assisted instruction (CAI) should be 
required of all students as part of the undergraduate piano major 
curriculum. 

e. [ ] [ ] [ ] [ ] Piano majors should be required to become proficient in keyboard 
technology before graduation (HIM, sampling, synthesizers, etc.). 
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10. Listed below are several types of old and new technology available for use in the 
instruction of sight-reading to undergraduate piano majors. To the left of each of the 
types of technology, indicate whether you strongly agree (SA), agree, (A), disagree (D) or 
strongly disagree (SD) to denote your opinion of importance as related to the instruction 
of sight-reading skills. 

To the right of the type of technology, indicate yes (Y) or no (N) to indicate whether 
these are being utilized at your institution. 

SA A D SD 

b. 

c. 

d. 

e. 

f. 
g-

h. 

i. 

i-

k. 

1. 

* . [ ] [ ] [ ] [ ] 

Lighted staff 

Lighted keyboard 

Synthesizer 

Sequencer 

Tachistoscope 

Overhead projector 

Slide projector 

Electronic keyboard 

Drum machine 

Metronome 

Computer programs 

Sequenced music on 
electronic keyboard 
(one part missing) 

Music Minus One 
(commercial recordings) 

Yes No 

[ ] [ 1 
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11. Are any courses in sight-reading required at your institution? 

a. [ ] Yes. If so How many? List titles 

b. [ ] Ho. If no, skip to question No. 16. 

12. If courses in sight-reading are being taught at your institution, how are they being 
taught? 

a. [ ] Within structure of private piano lesson 
b. [ ] Part of an advanced piano class 
c. [ j Taught in a separate class devoted entirely to sight-reading. 
d. [ ] Other. Please specify. 

13. How successful do you feel your institution has been in teaching sight-reading classes? 

a. f ] Highly successful 
b. [ j Moderately successful 
c. [ j Unsuccessful 



121 

14. If courses ill sight-reading to undergraduate piano majors are being taught at your 
institution, what types of materials are being used? Check as many as are applicable. 

a. [ ] Original by teacher 
b. [ j Published material. If so, please list materials and sources. 

c. [ ] Other. Please specify. 

15. Identify the methods and/or techniques you employ in your teaching of sight-reading. 

a. 
b. 
c. 
d. 
e. 
f. 
9' 
h. 
i. 
j-

k. 
1. 
m. 
n. 
o. 

Ensemble playing 
Dse of computer-assisted instruction 
Dse of synthesizer 
Dse of sequencer 
Use of lighted staff 
Use of lighted keyboard 
Use of tachistoscope 
Dse of overhead projector 
Dse of slide projector 
Dse of electronic keyboard 
Dse of drum machine 
Dse of metronome 
Dse of pre-recorded music (one part missing) 
Dse of Music Minus One (records or cassettes) 
Other. Please specify. 

16. In required curriculum for your music degrees, list in order of importance the three music 
courses and/or activities, apart from applied music, that most contribute to competency in 
sight-reading. 
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17. In preparation for teaching on the college/university level, did you take any courses 
designed specifically for improvement of sight-reading? 

a. [ ] Yes. If so How many? List titles 

Ho. 

18. Does your institution have the capabilities of utilizing computer and keyboard technology 
in the instruction of sight-reading? 

a. [ ] Yes. 
b. [ ] Ho. 

19. Are you familiar with any computer-assisted instruction program that has a substantial 
amount of sight-reading material included in it? 

a. [ ] Yes. If so, please list. 

b. [ ] Ho. 
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20. Are you familiar with any computer-assisted instruction programs dealing exclusively with 
the instruction of sight-reading skills for advanced-level piano students (undergraduate 
piano majors)? 

a. [ ] Yes. If so, please list. 

b. [ ] Ho. 

21. Do you feel that materials presented in MIDI and/or Computer-Assisted Instruction 
environments can increase the effectiveness of sight-reading skills? 

a. [ ] Yes. 
b. [ ] »o. 

22. Are piano students at your institution being taught computer-assisted instruction with 
electronic keyboard technology? 

a. [ ] Yes. If yes—are these classes being taught by: 
computer science department? 
music department? 
both? 

b. [ ] No. 
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23. Which of the following courses at your institution are required for undergraduate piano 
majors? Check as many as apply. 

a. 
b. 
c. 
d. 
e. 
f. 
g. 
h. 
i . 
j. 

Applied Piano 
Piano Ensemble 
Chamber Husic 
Sight-Reading 
Piano Literature 
Piano Pedagogy 
Advanced Class Piano. If so, how many. 
Audio Visual and Media 
Accompanying 
Computer Classes. If so, list: 

k. [ ] Other. Please specify. 

24. Who is responsible for the instruction of sight-reading at your institution? 

a. 
b. 
c. 
d. 
e. 

] Applied piano teachers 
] Faculty accompanists 
] Theory and/or ear-training 
] Graduate assistants 
] Other. Please specify. 

25. Are you currently using computers, electronic keyboards or synthesizers in your sight-
reading classes? 

a. [ ] Yes. 
b. [ 3 No. If no, skip to question No. 28, 
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26. Bhat brands of electronic keyboard and accompanying technology are you presently using in 
your sight-reading classes? 

27. What brands of computers are you presently using in your sight-reading classes? 

28. Please list up to five college and university piano instructors whom you consider to be 
specialists in sight-reading. 

NAME SCHOOL 

29. Please list up to five professional accompanists you are acquainted with or know personally 
who have demonstrated a high level of proficiency in sight-reading. 

NAME SCHOOL OR LOCATION 

Please make any additional comments you might have regarding the instruction of sight-reading to 
undergraduate piano majors. 
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Coaplete the following information if you would like a copy of the survey results: 

Haie 

Address 

City State Zip 

Please use the enclosed self-addressed stamped envelope to return this questionnaire by October 20, 
1992 to: 

Hary Ann Craige 
Southeastern Oklahoma State University 
Department of Music 
Durant, OK 74701 
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Southeastern Oklahoma State University 
Durant. OK 74701. 405-924-0121 1 2 g 

Department of Music 

September 5, 1992 

Dear 

The attached survey instrument concerned with present sight-reading instructional practices 
is sponsored in part by the Organized Research of Southeastern Oklahoia State University. This 
survey is also being conducted as part of my doctoral dissertation at the University of North Texas. 

The project is concerned specifically with determining the present status of sight-reading 
instruction to undergraduate piano majors in selected NASH colleges and universities and in 
obtaining opinions of sight-reading instruction and to the possibility of technology being utilized. 
Expert sight-reading teachers and professional accompanists who understand the importance of sight-
reading will be identified. These experts will then be interviewed and requested to make further 
recommendations on how improvement can be made in sight-reading instruction. 

I am very pleased that you are willing to help validate this survey instrument for me. Dr. 
Steven Harlos spoke very highly of you. I am particularly desirous of obtaining your responses 
because your experience in sight-reading instruction will contribute significantly toward this 
important part of keyboard training. You will notice that to the left of each question I have asked 
you to indicate if that question is appropriate and clear. At the end of each question there is 
room to comment if you wish. I would also appreciate very much if you would indicate the length of 
time involved in answering the survey instrument. 

It will be appreciated if you will complete the enclosed survey and return it in the 
enclosed stamped envelope prior to September 15. Comments that you may have concerning any aspect 
of sight-reading instruction would be welcome. 

If you would like a summary of the survey results, please indicate on the form and I will 
be happy to send it to you. Thank you for your help and cooperation. 

Sincerely, 

Mary Ann Craige 
Assistant Professor of Music 
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Southeastern Oklahoma State University 
Durant, OK 74701, 405-924-0121 1 3 Q 

Department of Music 

October 1, 1992 

Dear Colleague, 

The attached survey instrument concerned with the present sight-reading instructional 
practices is sponsored in part by the Organized Research of Southeastern Oklahoma State University. 
This study is also being conducted as ay doctoral dissertation at the University of North Texas. 

The project is concerned specifically with determining the present status of sight-reading 
instruction to undergraduate piano majors in selected NASH colleges and universities and in 
obtaining opinions of sight-reading instruction as to the possibility of technology being utilized. 
Expert sight-reading teachers and professional accompanists who understand the importance of sight-
reading will be identified. These experts will then be interviewed and requested to make further 
recommendations on how improvement can be made in sight-reading instruction. The results of this 
study will help to determine criteria to be used for developing better teaching strategies and 
improving sight-reading instruction. 

We are particularly desirous of obtaining your responses because your experience in sight-
reading instruction will contribute significantly toward improving this important part of keyboard 
training. The enclosed instrument has been validated by a group of applied piano teachers, 
accompanists and- sight-reading instructors and has been revised to make it possible for us to obtain 
all necessary data while requiring a minimum of your time. It should take no more than 25 minutes. 

It will be appreciated if you will complete the enclosed form prior to October 20, 1992, 
and return in the enclosed stamped envelope. Comments that you may have concerning any aspect of 
sight-reading instruction would be welcomed. 

If you are interested in receiving a report on the results of this study, please indicate 
on the form and I will be happy to send it to you. Thank you for your help and cooperation. 

Sincerely, 

Mary Ann Craige 
Assistant Professor of Music 



APPENDIX D 

FOLLOW-UP LETTER TO SIGHT-READING 

INSTRUCTORS 

131 



Southeastern Oklahoma State University 
Durant, OK 74701, 405-924-0121 

132 
Department of Music 

October 26, 1992 

Dear Colleague, 

Approximately three weeks ago, you were asked to 
respond to the enclosed survey concerning the nature and 
extent of sight-reading instruction in NASM colleges and 
universities. If you have not yet had an opportunity to 
answer and return this form, please take the time to do so 
now. Your response is significant to the study even if you do 
not regularly teach sight-reading. Your cooperation will be 
greatly appreciated. 

If you are interested in receiving the results of this 
study, please indicate on the form and I will send it to you 
when completed. Thank you for your help. 

Sincerely, 

Mary Ann Craige 
Assistant Professor of Music 
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College and University Faculty Whose Names 
Were Submitted as Being Specialists in 

the Instruction of Sight-Reading 

(Question 28 of Survey Instrument) 

Name 

Jean Barr 
Leland Bland 
Ellen Burmeister 
Richard Chronister 
Thelma Cooper 
Mary Lou Diaz 
Maylee Dietz 
Arno Drucker 
Anne Epperson 
Margaret Evans 
Jonathan Feldman 
Myron Fink 
Don Freund 
Charles Fugo 
Rita Fuszek 
Margo Garrett 

Beth Gilbert 
Tanya Gille 
Ronald Gretz 
Diana Grueninger 
John Harrison 
Ford Hill 
Martha Hi1ley 
Leonard Hokanson 
Martin Katz 
Guendolyn Koldofsky 
Amanda Vick Lethco 
Robert Levin 
Jerry Lowder 
Frances Madachy 
Betty Mallard 
Louis Martin 
Vera Mills 
John Moore 
Mary Mottl 
Rebecca Penneys 

College/University 

Eastman School of Music 
Wright State University 
University of Wisconsin 

Baylor University 
San Antonio College 
University of Texas 
Essex Communuity College 
Cleveland Institute 
Southern Oregon State College 
Juilliard School of Music 
Hunter College 
Indiana University 
University of South Carolina 
California State University-Fullerton 
New England Conservatory and 

Juilliard 
University of Wisconsin 
University of Colorado-Boulder 
Essex Community College 
Weber State University 
Elizabethtown College 
Western Washington University 
University of Texas-Austin 
University of Indiana 
University of Michigan 
University of Southern California 
University of Texas-Austin 
State University College 
Ohio State University 
Southern Oregon State College 
University of Texas 
Hunter College 
Manhattan School of Music 
St. Mary's University 
University of Missouri-St. Louis 
Eastman School of Music 
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Name 

Phyllis Rappaport 
Kathleen Rountree 
Samuel Sanders 
Brooks Smith 
Robert Spillman 
Jane Tau 
Charlotte Tull 
Ronald Turini 
Marienne Uszler 
Mary Vyner 
Claire Wachter 
James Williams 

College/University 

Western Michigan University 
Louisiana State University 
Juilliard School of Music 
University of Southern California 
University of Colorado-Boulder 
Towson State University 
Sam Houston State University 
University of Western Ontario 
University of Southern California 
Lancaster Conservatory 
University of Oregon 
Baylor University 
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Name 

Gregory Allen 
Steve Bailey 
Dalton Baldwin 
Jean Barr 
Eugene Bossart 
Shields Collins Bray 
David Brock 
Annette Burkhart 
Susan Cable 
Michael Campbell 
Karen Carter 
Jeffrey Chappell 
Lora Deahl 
Maylee Dietz 
Carol Durham 
Anne Epperson 
Paula Fan 
Jonathan Feldman 
Joan Forbes 
Don Freund 
Charles Fugo 
Marjorie Gallagher 
James Gardner 
Margo Garrett 

Jennifer Garrett 
David Garvey 
Rachel Gragson 
Larry Graham 
Kevin Grey 
Kenneth Griffiths 
Anna Grokonvski 
Michael Grossman 
Maribeth Gowen 
Lita Guerra 
Eugene Gwozdz 
Nelson Harper 
Steven Harlos 
David Heinich 
Arthur Hoole 
Geraldine Hubbell 
William Huckaby 
Warren Jones 

Location 

University of Texas-Austin 
San Francisco State University 
University of Illinois 
Eastman School of Music 
Ann Arbor, Michigan 
Fort Worth Symphony 
Abilene Christian University 

Metropolitan State College-Denver 
Western Illinois University 
University of Central Oklahoma 
Goucher College 
Texas Tech (retired) 
University of Texas 
Mississippi College 
Cleveland Institute of Music 
University of Arizona 
Juilliard School of Music 
Wright State University 
Indiana University 
University of South Carolina 
Grants Pass, Oregon 
West Texas State University 
New England Conservatory and 

Juilliard 
Texas Tech 
University of Texas-Austin 
Elizabeth City State University 
University of Colorado-Boulder 
Memphis, Tennessee 
College-Conservatory of Music 
University of Texas at San Antonio 
San Francisco Conservatory 
Washington Conservatory-Wash., DC 
University of Texas-Austin 
Forth Worth 
Ohio State University 
University of North Texas 
SUNY - Potsdam 
University of Texas 
University of Southwestern Louisiana 
Washington Conservatory-Wash., DC 
New York 
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Location 

Monroe Kanoose 
Valrie Kantorski 
Horward Karp 
Martin Katz 
Charles Kemper 
Gertrude Kuhefuhs 
Lori Lack 
Doris Lehnert 
Michele Levin 
Rebecca Long 
Frances Madachy 
Virginia Marks 
Josa Daniel Martinez 
Kathy Mason 
Robert Mayerovitch 
Robert McCoy 
Bruce McDonald 
Robert McDonald 
Les McWilliams 
Gerald Moore 
John Moore 
Betty Moses 
Mary Mottl 
Marilyn Neely 
Lambert Orkis 
Marc Pakman 
Denise Parr-Scanlon 
Angie Patton 
Rebecca Penneys 
Linda Perry 

Laurene Peterson 
Dwight Pierce 
Ann Pope 
Trudi Post 
Bill Powell 
Cynthia Raim 
Stuart Raleigh 
Sandra Rivers 
Thomas Robertson 
Debra Ronning 
Karen Rosenak 
George Roth 
Kathleen Rountree 
Samuel Sanders 
Nancy Saxon 
Judy Selater 
Norman Shetler 
Brooks Smith 
Max Smith 
Werner Sonntag 

San Francisco Conservatory of Music 
Bowling Green State University 
University of Wisconsin-Madison 
University of Michigan 
Northwestern College-St. Paul, MN 
Ohio Northern University 
San Francisco State University 
University of Colorado-Boulder 
Miami, Florida 
Baltimore, Maryland 
Southern Oregon State College 
Bowling Green State University 
Untramerican University, PR 
University of Texas at San Antonio 
Baldwin-Wallace College 
University of Maryland-College Park 
Argyle, New York 
New York 
San Francisco 
Deceased 
St. Mary's University 
Tulsa (OK) Opera Accompanist 
University of Missouri-St. Louis 

Temple University 
Montclair State College 
Amarillo, Texas 

Eastman School of Music 
Southern Illinois University-

Edwardsville 
Baylor University 
Lamar University 
Bowling Green State University 
Lubbock, Texas 

Philadelphia 
Baldwin-Wallace University 
Juilliard School of Music 
West Texas State University 
Elizabethtown College 
University of California-Berkeley 
University of Miami (retired) 
Louisiana State University 
Juilliard School of Music 
Louisiana State University 
Belhaven College, Mississippi 
Vienna Hochschule (Austria) 
University of Southern California 
Appalachian State University 
Ohio State University 
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Carol Joy Sparkman 
Robert Spillman 
Charles Spencer 
Jean Yves Thibaudet 
Sara Thompson 
Jill Timmons 
Ruth Truncale 
Mary Vyner 
Claire Wachter 
Carl Weber 
Janice Wenger 
Gloria Whitney 
Richard Woitach 
Rex Woods 
Helen Wooldridge 
John Wustman 

Mississippi College 
University of Wisconsin-Madison 
London/Germany 

Beaumont, Texas 
Linfield College 
Beaumont, Texas 
Lancaster Conservatory 
University of Oregon 
Ohio State University 
University of Missouri 
Lancaster, Pennsylvania 
MET 

Arizona State University 

University of Illinois 
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COMMENTS FROM RESPONDENTS CONCERNING 
SIGHT-READING 

(In very few instances some grammatical errors were 
corrected; however, most all are exact quotes whether 
favorable or unfavorable.) 

§ § § 

I feel sight-reading is the single-most important 
aspect of being a pianist. I find it is the most neglected 
area in the backgrounds of the students I teach—no matter 
what age they are. 

I often find students who are strong memorizers are not 
good sight-readers, and that those who are good sight-
readers are not good memorizers. I try to develop both 
skills in all students. 

Students who accompany seem to become better sight-
readers . 

In addition to learning sight-reading skills, the most 
important aspect of sight-reading development is regular 
practice of it—every day. 

I don't believe electronics and all the above will help 
unless the actual techniques of sight-reading are taught. 

Sight-reading is required as part of the piano jury 
each semester. Since we implemented this requirement, 
students' sight-reading has improved tremendously! 

§ § § 

It must be done every day. They must not look at the 
keyboard. 
They must keep going no matter what happens. They must 
learn how to condense and "fake it." 

§ § § 

Budget restraints do not allow us to purchase equipment 
such as you have included in this survey. 
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In an ideal situation I would love the chance to have 
all of these aids at my disposal—although they would be 
under-utilized without a change in our piano-major 
curriculum. Sight-reading is a required area on our Piano 
Proficiency exam, both for secondary pianists and majors. 
Applied piano instructors prepare their students for this 
individually in private lessons. I also teach all of the 
secondary piano classes and teach sight-reading skills very 
heavily since it is usually the least-developed skill among 
these students. 

§ § § 

I agree that sight-reading is an invaluable tool for 
any pianist, and certainly a requirement for anyone hoping 
to have a career as a collaborative pianist. 

I hope that more schools see this as a vital part of 
all piano-majors studies in school. It is indeed not a 
"waste of time," even when primarily teaching solo lit. 

If I hadn't had a great pre-college experience of 
chamber music, I would never have covered as much solo lit 
as I did during college years, but I must say, my Juilliard 
teachers did not discuss sight-reading. 

§ § § 

This is a complicated problem. Probably, if you asked 
excellent sight-readers (I am one) how they learned it, they 
won't know. Personally, I try to teach sight-reading skills 
in private lessons but find only limited success if the 
student isn't already a pretty good reader. 

To find a place in the college curriculum, as I'm sure 
you know, for a separate course in sight reading would get 
to be an overload on students and faculty alike. I'm very 
much for such a course. 

I have included my name on my own list of good sight-
readers/ accompanists not out of egotism, but because that 
is my strong suit, and I hope to receive your testing 
instrument. 

§ § § 
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It has been ray experience that training only goes so 
far. To be highly competent, training must join talent. 

I have been discouraged by the lack of change. Most 
students are either good and get better, or weak and stay 
weak (this comment refers to success in teaching sight-
reading) . 

I accompanied a great deal. When I was a beginning 
student I "read" a lot of music—to be proficient as it was 
a component of the jury exam—we were graded on our 
competency. Two things stand in the way of developing good 
sight-reading: 

(1) sense of pulse 
(2) reading "ahead;" soft-focus idea: students today 

don't own much music—they expect teachers to 
provide scores of their pieces (repertoire). Few 
students want to learn scales, arpeggios and 
chords—maybe my early good training in these 
things gave me a good grasp of "patterns" in the 
music. 

Students should continue to read as they progress in 
their studies—beginners can always read ahead—it's only as 
they advance that they fall behind. 

Some reasons I can think of I cited earlier— 
1. Patterns—understanding them 
2. Have some technical skills to proceed 
3. Curiosity to explore new literature—those not 

studied 
a. lack of material owned by the students 

or made available to them 
b. lack of time on students' part—they are 

lucky to find time in their often over-
programmed lives to practice their 
assignments 

4. Preparation for contests takes up time at 
lessons—maybe local auditions should all 
include a sight-reading segment—incentive to 
do more 

A lot of early training in more rural areas consists of 
method books, contest pieces (designated ones)—very little 
technical preparation—"no standardized" background—we are 
lucky every now and then some exceptional talent emerges 
from this "haphazard" system of private instruction. It 
really depends on the instructors who, in half-hour lessons, 
have lots of ground to cover! 

Could be done in lessons and should be. 
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Nothing creates musical sight-readers like accompanying 
work and constant playing of new literature in repertory 
classes. 

Sight-reading skills are essential to undergraduate 
piano students. To be able to sight-read, a student is more 
versatile and able to work in different environments: e.g., 
accompany choir chamber music, vocal coaches-accompanying, 
orchestral pianists, etc. 

I would like to know more about computer-assisted ways 
to train students to be better musicians. 

§ § § 

Presently I have seven piano majors, five of whom are 
in the music education curriculum and two are in the music 
industry curriculum. 

Private piano lessons occur once a week for thirty 
minutes only, during which we sight-read a solo, duet, or 
duo unknown to the student from the piano literature in the 
studio, or I hear an accompaniment which the student is 
preparing for a performance with a college peer's solo or 
ensemble. I assign one or more accompaniments to pianists 
who can handle them. The accompanists are the pianists who 
must learn quickly. As a result of this activity, these 
pianists develop sight-reading skills faster, technical 
skills, musicianship and performance faster than slower 
pianists. These seven pianists and two faculty are called 
upon to assist nearly 80 music majors in recitals. Last 
year I started a Piano Ensemble session for the piano 
majors. Half meet one time and the others come another day 
during the time set aside by the department for ensemble. 

The goals of Piano Ensemble are: 

1. Exposure to piano literature through the use of 
taped concert performances 

2. Sight-reading solo, duet, duo literature from the 
Piano Studio Teaching Library 

3. Ensemble playing through the sight-reading of 
solo, duet, duo literature on the two pianos in 
the studio 

4. Score reading of choral literature; i.e., Handel: 
Messiah; Verdi: Requiem 

5. Creative and Jazz Improvisation, using Scott 
Reeves' book 

6. Sight-reading community songs from America Sings 
Collection 
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7. Listening to performances by students in the 
session 

8. Discussions of sight-reading from Burmeister and 
Spillman texts, recently published, and using them 
where possible 

§ § § 

In our institution, piano majors are required (either 
after two semesters of Functional Keyboard or through 
credit-by-exam) to pass an advanced competency sight-reading 
exam in areas of solo reading, voice literature 
accompaniments, open-score reading, transposition (2nd and 
3rd) and lead-sheet reading. 

§ § § 

We are in the process of implementing a sight-reading 
course with the use of technology here? i.e., digital pianos 
and computers. Therefore, I am very interested in the 
results of this survey. 

§ § § 

Due to the wide range of capability and experience of 
my students, I have doubts as to the efficacy of a 
structured course specifically for the majors. A sizable 
institution, on the other hand, could find it very practical 
if students could be appropriately grouped. 

The major difficulties I have found in my students have 
been: 

1. ability to read ahead of what they are physically 
playing; and, very much related, 

2. lack of horizontal, lateral reading—and making 
necessary and appropriate relationships visually, 
then the physical responses; and, 

3. insecure grasp of keyboard topography. 

§ § § 

As an instructor in a two-year college, I find many of 
these questions don't apply to me. However, I think piano 
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majors need to study sight-reading. I'm not convinced that 
separate courses in it need to be offered. 

Most students' sight-reading improves dramatically with 
practice—with very little or no instruction. Sight-reading 
shows improvement very quickly when students learn to count 
all the time, and when they think direction and distance 
when reading. 

§ § § 

I do consider sight-reading skills to be of paramount 
importance and necessary for musical enjoyment at any level 
of instrumental competency. Certainly, young students will 
have diminished incentive to continue piano study if they 
cannot read music with ease. Hence, piano majors should not 
only be good sight-readers, but also understand the 
components of good sight-reading skills and how to teach 
them. 

I have not found lack of sight-reading skills to be a 
major concern amongst my piano majors. Those who enter 
weak, rapidly improve through piano ensemble, carefully 
assigned and introduced accompaniments, and a rigorous 
theory and sight-singing program. I do not believe it 
possible to become a good sight-reader without the ability 
to mentally translate a score into sound, to rapidly analyze 
and perceive musical patterns, and to make logical 
predictions of musical continuity (this means aural 
knowledge of a vast body of musical repertoire). 

Music majors who are not pianists do need rigorous 
training in sight-reading, and I look forward to any result 
of your survey which might be of assistance in this area. 

Certainly, piano majors could benefit from a course in 
sight-reading. However, many degree programs, including 
ours, already extend students to their limits with rigorous 
course requirements, and I would be reluctant to add to 
their burden with yet another requirement. I want them to 
have time to enjoy listening to music. Too often thisf 
their reason for being in music, is neglected. 

However, I do see a place for including sight-reading 
in a pedagogy course or adding a more structured sight-
reading element to piano ensembles. 

§ § § 
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The best way to become a skilled sight-reader is by 
doing. Although I believe it is possible to teach or aid a 
student in developing those skills, the time spent learning 
exercises would be better spent in hands-on reading 
situations. It seems that this aspect of music should be 
incorporated into an accompanying class. I can't see a 
whole course designed to teach sight-reading. 

I look forward to seeing the survey results. 

§ § § 

I have no experience with the computer aspect of this 
topic. I strongly believe that SR can and should be taught 
but have not had the opportunity to deal with teaching it in 
anything other than the old-fashioned (pre-computer) 
methods. 

§ § § 

Most essential. 

I like the new book Keyboard Sight Reading by Ellen 
Burmeister. (Mayfield, '91). Our keyboard lab is still in 
the developmental stage. In it, we use Elyse Mach's 
Contemporary Class Piano, which contains much sight-reading 
material. Also, we use some of the material developed at 
UT-Austin by Lourena Heimann. 

Good luck in your dissertation completion. I'm writing 
on class piano and will be interested in your results. 

§ § § 

This is a super instrument, and I hope you have a good 
percent of return. The topic is of critical importance, 
especially today. Students have changed so much over the 
years. Their fragmented lives are such that focus, for the 
most part, is hard to attain. If, above all else, they can 
learn to read successfully, everything comes easier and 
quicker—exactly what they want. We don't spend enough time 
teaching sight-reading, even to the point of de-emphasis for 
some. Any new component or means by which the process can 
be rekindled in pedagogy will be welcomed. 
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§ § § 

We do not offer the course, but each of my private 
students begins the lesson with sight-reading and 
transposition (at sight)—about 10-15 minutes. 

Sight-reading is a very necessary ingredient for the 
making of the total piano major. In our case, we must do it 
the old-fashioned way, but we do it!! 

I teach Music Theory I and II as well as Applied Piano. 
Sight-reading is one of the main elements of teaching in all 
my courses. Transposition of music already read is a daily 
activity for my students. 

Electronic equipment (computers, synthesizers, etc.) 
are top priority for our department but have not been 
approved as yet. 

§ § § 

I am sorry not to be very helpful on this. You have 
not provided a "not applicable" or a "not sure" response, 
and I'm afraid those are the responses I would make to the 
vast majority of your questions. We offer only the BA 
degree in music. 

§ § § 

Sight-reading expertise is a lifelong quest. One's 
initial learning experiences at the keyboard (intervalic 
reading, ability to spot patterns, instant harmonic 
analysis, even sweeping eye movement) are extremely 
important influences in later sight-reading ability. The 
teaching of sight-reading can be an extremely frustrating 
process when one tries to do it in a year or two. 

§ § § 

A difficult task! 

§ § § 
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I must decline filling out your questionnaire. I have 
given my original questionnaire to Delores Johnson, 
professor of class piano and pedagogy at my institution. She 
deals with these areas every day and is more knowledgeable 
about such techniques. 

However, on the following pages, I might make a few 
comments and observations on the subject at hand, 
particularly as they relate to the undergraduate piano 
major. 

I teach only piano (26 majors: 7 performance, 4 
musical studies and the rest music education). We have very 
high standards of musicianship and pianistic accomplishment 
here. But in order to meet those standards, I often find 
myself teaching as many as 40 clock hours a week! Why? 
Certainly not because my students can't read music. I can 
give the average student a piece like the Mozart D minor 
Fantasia and they can return in three days with all of the 
notes learned and in somewhat correct rhythmic sequence, but 
I can spend the next 15 hours teaching that student the 
language of that music, its syntax, style, sound production, 
phrasing, touch, pedaling, tension and repose, balance of 
sound and texture, etc., etc.! I can only conclude from 
this that the student reads well enough to learn the notes 
in three days and play like a robot with absolutely no 
understanding of the notes in the context of the language of 
music. Can I say, therefore, that the student's most 
pressing educational need is sight-reading? Obviously not! 

The typical student nowadays is the product of a 
culture that educates him/her primarily through visual means 
(television, computer, graphs, charts, etc.). Aural 
development is practically non-existent. That typical 
student might reach the age of 17 or 18 with no recollection 
of having even heard a Beethoven symphony, a Mozart concert, 
a string quartet, a fine pianist, a fine violinist, etc. 
Cultural development has reached its lowest point. When I 
began college teaching 25 years ago, this was not true to 
the extent that it is today. Students then were more alive 
to the sound of a concert they heard, or to a recording by 
Ashkenazy or Rubenstein. The tragic irony of all of this is 
that, now that we have FM stations all over the country 
playing classical music and a slew of recordings to listen 
to, the average student is probably turned on by MTV. 

No—I have no complaint with any of my students to read 
the little black dots. That skill is sufficiently developed. 
For jury exams every semester, we give the student a piece 
that they are to learn in 24 hours (usually 2 or 3 pages) as 
one of the requirements. They play the music, and we judge 
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them, not as pure sight-reading but, rather, on their 
ability to play it musically. 

I suppose you can conclude by now that I am hopelessly 
biased against all technologies employing primarily the 
visual as a means of learning. I am guilty—but only 
partially. I can remember as a 10-year-old in the Prep. 
Dept at Eastman (before N.Y.C. and Juilliard) taking sight-
reading class every Saturday morning— four students at two 
pianos sight-reading Beethoven, Mozart, Haydn and Brahms 
symphonies, Dvorak dances, pieces by Arensky, etc. It was 
fun, culturally enriching and I believe I developed better 
eye-hand coordination as a result of it—but more 
importantly, it reinforced in me the sense of music as a 
language, full of cliches and predictable directions of 
melody and harmony. I wish that every piano student, at an 
early aae. could have that same opportunity. 

I have no doubt that many of the new techniques for 
developing sight-reading can do some good (I am not familiar 
with all of them), but I am more concerned with what is 
lacking in the students' development—the lack of a strong 
aural sense, what the little black dots sound like, and more 
important, where thev ao. 

A few years ago, I taught aural skills for a few 
semesters. It was totally depressing for me because I could 
see the results of poor and negligent aural training in the 
early years. A clarinet or flute player would need to 
"finger" the notes being heard in dictation and would 
generally find sight-singing almost impossible. 

There are many techniques that I use in lessons that 
don't depend on the latest technologies, such as: 

1) Before practicing a new piece at the piano, sit 
comfortably in a quiet room with the music and 
force yourself to sing pitches, recognize where 
SATB is in each measure, plot phrases, get some 
idea how to pedal, try to hear voicing and 
balances of voices, even think about fingering, 
etc. This is valuable because it stimulates the 
brain, especially in pianists, to force the eye to 
hear and the ear see—which I think is the 
ultimate goal of all good music reading. 

2) Another technique for developing eye movement is 
to cover with a card the measure that the student 
is playing. It's old-fashioned, but it works! 

3) Ask questions of the student about the music they 
are about to read—where are the phrases? How 
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does harmony move relative to changing positions 
on keyboard?, etc. 

I suppose by now that you can understand why I can't 
answer your questions. The most obvious reason is that I am 
not sufficiently familiar with many of the new electronic 
developments to have a strong opinion on them. But, as I 
have already stated, I don't find poor sight-reading 
generally to be the big problem with most students. The 
comprehension of the language that those notes express is, 
in my opinion, by far. I suppose you have heard the phrase 
about good sight-readers: "the first time you play it is 
the best it's ever going to get." That's how I would 
characterize the typical student today. We have developed a 
generation of eye-digital virtuosos with no early aural 
culture to nourish them in music as a language. 
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Southeastern Oklahoma State University 
Durant, OK 74701. 405-924-0121 1 5 3 

Department of Music 

January 5, 1993 

Dear 

As a part of a questionnaire for ay dissertation at the University of North Texas, 
you have been identified as an outstanding sight-reading instructor and/or accompanist in 
the United States by a randoa saaple of active college and university piano instructors. 

This project is sponsored in part by an Organized Research Grant froa Southeastern 
Oklahona State University. It is concerned specifically with determining the present 
status of sight-reading instruction to undergraduate piano aajors in selected HASH colleges 
and universities and to secure learned opinions about sight-reading instruction and the 
possibility of utilizing technology in this vital instructional area. 

I aa very pleased that you have agreed to be interviewed for this project. I aa 
particularly desirous of obtaining your responses because your experience in sight-reading 
will contribute significantly toward this iaportant part of keyboard training. 

I an enclosing the questionnaire that was sent to these music educators to acquaint 
you with the direction of ay paper. When I interview you on , I will ask for your 
response to the iteas listed in the enclosed Interview Outline. 

I will be aost happy to provide you with a transcript of the interview and a 
summary of the survey results if you so desire. Thank you for your help and cooperation. 

Sincerely, 

Mary Ann Craige 
Assistant Professor of Music 
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INTERVIEW OUTLINE 

I. Biographical 
A. Where you were educated 
B. Where you have taught and where presently 

teaching 
C. Responsibilities at university 
D. Performance credits 
E. Workshops, Master Classes, etc. 
F. Publications 

II. What is your personal feeling concerning the 
instruction of sight-reading? 
A. Can it be taught or does it depend on innate 

ability? 
B. Is it being taught and if so, how? 
C. Where is it being taught? 

1. Separate course 
2. Within other courses 

D. Who should teach the course? 
E. What courses excluding applied piano would aid in 

the acquisition of sight-reading skills? 
F. Can the study of transposition and open-score 

reading improve sight-reading ability? 

III. To be an outstanding sight-reader, must one begin 
early in piano study or can it be acquired in later 
years of study such as high school or 
college/university? 

IV. Do you have any comments about the questionnaire? 

V. If funds and faculty were available, do you believe 
extensive use of computer-assisted instruction (CAI) 
would provide serious improvement of sight-reading 
instruction? 

VI. If you could implement any one thing concerning the 
instruction of sight-reading, what would you like to 
see happen? 

VII. Are there any additional comments you would like to 
make? 
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