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CHAPTER I
INTRODUCTION

The Problem and Need for the Study

The field of plano methods is an active one; so it is
well, from time to time, to take stock of the materisl sat
hend and attempt some sort of evaluation of it. There has
been very little work done in comparative evaluation of methw
ods, Within the past six years only two research studies
dealing with plano methods have been recorded, These studies
are listed in the United States Office of Education Library
Bulletin,ls2

The wealth of avallable materials and methods is reason-
able to expect since there 1s probably no one method which
completely sults a teacher's needs, The logleal procedure in
such case 1s for the teacher to devise his own system, If the
plan proves successful, the newly devised system has as much

right to a place on the market as has any other.

l¥ilhelmina McLane, "Psychological and Pedagoglcal Pro-
cedure for Pre-School Pilano Teaching," (Master's thesls, Col-
lege of Music of Cincinnati, 1939), Listed by Ruth A, Gray,
Biblilography of Research Studles in Education, 1938-1939, U, S.
Office of BEducation Library Bulletin, 1940, No. 5, p. 123,

2prederick E. Snyder, "An Approach to Plano Pedagogy,®
(Master's thesis, College of Music of Cineinnati, 1939), Ibid.,

Pes 125,
1



The orucial differences among various methods may not
be striking, but rather be related to the order of presenta-
tlon of different features., If followed throughout, most of
the methods will be found to arrive at the same point-~that
of an asdequate musicianship and a safety minimum technique’
of the piano, Thus, the principal differences will be in the
economy of learning and the maintenance of interest through-

out the learning process, as presented in various methods,

Purpose
It has been the purpose of thils study to examine repre-
sentative beginning piano methods, as found available in pube-
lished form, and to compare end evaluate them according to

rmmsical, psychological, physical, and educational standards,

Sources of Data
The materlsl used in this study consists of:

1. Actual methods,
a, Teaching materisal,
b, Tesaschers! manuals,
(1). Philosophy.
(2)e Procedure.

2. Readings in the historicel background of the subject,

3. Recent articles from periodicals, presenting separate
phases of the problem,

4., Reports of experimental studies in methods of teach-
1118.

5, Books on plano teaching,



The methods studied are shown in Table 1.

The key nume

bers glven to each method will be used to facilitate fubure

references to these methods,

While this is

not an all-inclu-

slve list of teaching devices and materials, it is a repre-

gsentative one which includes various types of courses, beth

popular and lesser known,
TABLE 1
NAMES, AUTHORS, AND PUBLISHERS OF THE PIANO
METHODS STUDIED '
K
Hugger Name of Course Author Publisher
1., Abbott Books for |Moreton Graves |G, Schirmer,
Children Abbott Inc,
2. Bendix Music Oswald B, Wilson|Bendlx Music
Series Publishing Co,
Se Bernard Wagness Bernard Wagness |(Oliver Ditson
Plano Course Co.
4. |Bilbro Music Mathilde Bilbro |G, Schirmer,
Books Inc.
S. Carl Fischer Ecksteln, Holt, [Carl PFlsacher,
Pisno Course Scarborough, and|Inc,
McGonathy
6. Curtls Funda- Helen Curtis Harris F, Roosa
mental Series
7. |Diller~-Quaile Angela Diller, G, Schirmer,
Elizasbeth Quaile Inc.
and Harold Bauer
8. Iltis Pleno Books |Leon L. Iltis Carl Fischer,

Inc,



TABLE l--Continued

Nﬁgger' Name of Course Author Pubiisher
9. Kinscella Steps Hazel Gertrude G. Schirmer,
for the Young Kinscella Inc,
Planiat
10. Lambertts Plano Alexander Lambert| G. Schirmer,
Method for Be- Inc.
ginners
11, |Lockhart Piano Les Lockhart M. Witmark &
Method Sons
12, |Mason Piano Books |Mary Bacon Mason | Oliver Ditson
Co.
13. [|Melody Way Otto Mieasner Miessner Music
Co.
14. Music Land Series |Isabel Van Nort |G, Schirmer,
Inc,
15, |Oxford Pilano Schelling, Haske,| Carl Fischer,
Course and McConathy Inc.
16, |Piano Playthings |Mary Ruth Jesse | John Church
Music Co,
17, Robyn Piano Method|Loulse Robyn Oliver Ditson
Co.
18, |Rodgers- Irene Rodgers G. Schirmer,
Phillips Books and Lila Phillips| Inc,
19, Thompson Series John Thompson Willis Music
G'OQ
20, |Trinity Principle |Effa Ellis Per- |Effa Ellis
Pedagogy field Perfield
2l. |[World of Muslc Bess Danlels and |Ginn & Co.
Piano Course Helen S, Leavitt
22, |Year by Year John M, Williams | Theodore Presser

Pilano Course

Co.




A few methods are not avallable to persons who have not
had specific training in the materials and presentation of
the courses, These courses are rather expensive and for this.
reason,as well as that of desiring maximum proficilency on the
part of the teacher,they remain inaccessible to the public,
Examples of this type of course are the Dunning System and the

Progreaslive Series Method.

Organization of the Study

The first chapter is introductory to the study, setting
up the conditions, plan of investigation, and organization
of the material, The second chapter 1ls devoted to the histor-
ical background of the subject., Brief mention is made of
four stages in the development of piano teaching., These stages
are fltted into the philosophical concepts of education which
have controlled the methods of teaching from time to time,
The third chapter takes up the musical, psychological, pedagog-
ical, and teelmical aspects of one modern method which was
conceded ﬁo be representative of present methods, The fourth
chapter deals with the criteria for judging and evaluating
the various methods, Chapter Five makes the comparison of
methods, with the criteria set up in Chapter Four as a basis
of comparison., The results of the data found are deseribed

and conclusions are made in regard to the findings of this

study,



CHAPTER II
HISTORICAL BACKGROUND OF PIANC TEACHING

Instruction in the playing of keyboard instruments is
a subject as o0ld as the instruments themselves, However, it
is only since the beginning of the twentlieth century that
woell-orgeniged, educationally sound systems of instruction
have been developed. In the latter part of the sixteenth
century 1n England, we find that smsicians gave private in-
struction as a pérergon. Mention of this is found in the
Act against Rogues and Vagabonds.l This private instructlon,
however, was not recorded in any form so as to be helpful %o
other mslcians,

The first clavier and organ "school" was published in
Venice gbout 1600 by Girolemo Diruta, In this treatise en-
titled "I1l Transilvano, sopra il vero modo di sonare organi
e stromenti di Penna" there are rules for hand position, fin-
gor movement, and for the differences between clavier and
organ~playing, This "school," however, seems to have been
lacking in widespread or long-lasting importance, because we

£ind that £ifty years later in Lorengzo Penna's book "Albori

loscar Ble, A History of the Planoforte and Pianoforte
Players, p. 28,
2Tbid,, p. 26.



musicali" there were no rules of hand position other than
that the hand should be raised high, The fingering of scales
without the use of the thumb was also gilven in this work,®
The earliest known collection of pleces for the instruc-
tlon of beginners is that by the English organist and writer
of madrigels, Thomas Tomkins (1573-1656), BEntitled "Pretty
Wayea: For young beglnners to looke on," this group of six-
teen little pleces, verying from three to sixteen bars in
length, 18 a series of contrapuntsel studles.4 The cantus
firmus (Flgure 1) was probably derived from the plainsong

Jam Lucis Orto Sidere,
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Flg. l--Cantus firmus used in "Pretty Wayes: for
young beginners to looke on,"

Because of the historical aignificance of thls collec-

tion, five representative excerpts will be included in order

to show the complexities involved,

3Ibid.

4Thomas Tomkins, "Pretty Wayes: For young beginners to
looke on," British Museum menuscript Add, 29996 £ 192b, 195b
as found in Hugh M. Miller, TEnglish Plainsong Compositions for
Keyboard in the Sixteenth Century," Doctor’s dissertation, Dept.

of Music, Harvard University, 1940, p,., 243, (Microfilm),
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Flg., 2--"Counterpoynt: 1long and short."

Difficult rhythmic problems occur almost from the be-
ginning, Flgure 3 is the second plece in the series of sixe-

teen,
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Pig. 3~--"Counterpoynte and indenting counter-
poynte,"



The first plece in 4.4 metre (Fig. 4) seems %o have been
a Tavorite of Tomkins'!, bearing the comment, "This is a good
one," Syncopation is introduced here and retalned in the

following pleces,
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Flg. 4.--"Three to one"

Figure 5 shows the thirteenth plece of the set, This
is slightly more complicated then the preceding ones and
here also the centus firmus 1s teken by the right hand, leav-
Ing the figuration for the left hand, Tomkins!' note on this

plece is, "playe the base 8 notes lower,"
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Flg, S.-~Cantus firmus iIn the right hand

In the last plece we find three-volced counterpoint,

With the two parts moving indepsndently in the right hand,

a great independence of fingers is required,
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Fig, 6,«="Two parts in one™ (in the 5th)




11

Judging from the title of these pieces, it seems prob.
able that the "beginners" were beginners in the study of
counterpoint as well as in the skill of keyboard manipulation.d

This point brings into focus the prevalling philosophy
and practices concerning music at that time. According to ed-
ucational developments in general, music was taught through
the use of the actual music that was to be used professionally,
Just as children were taught to read by reading the Bible, so
were beginners in music taught to play by playing the church
music which they would ultimately need to know. Even though
the pleces 1n this collection by Tomkins represent the trend
away from this practice, they made far greater demands on the
students than we would make on our beginners in piano today.
Because of the type of muslc students of that period, however,
1t was not beyond reason to expect them to be able to master
these studies In contrapuntal keyboard msic,

This brings out the fact that music educatlon was not
for the mssses, as a cultural attalnment, but was restricted
to those who were studying to be musiclans by profession. The
term "musician™ is used here in the broad sense of the person
who made musgic: that is, by writing 1t, improvising, directing,

and performing through various media. Thus a student was not

5Eugh M. Biller, "English Plainsong Compositions for
Keyboard in the Sixteenth Century" (Doctort's dissertation,
Dept. of Music, Harvard University, 1940}, p. 248,
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merely trained to perform on an instrument, but was glven a
well-rounded musical education.

As an exsmple of this type of music education we have
the biography of Heinrich Schitz (1585-1672)., In Kgstritz,
Saxony, as the son of a prosperous family, he had a thorough
musical education from early childhood., His beautiful soprano
volce attracted the attention of the Landgraf Maurice of
Hosse~Cassel and thereafter the Landgraf was the patron of
the boy's musical and ascademlc education, Schiitz becams &
chorister of the Landgraf's chapel when he was eleven years
0ld and was also a student in the Gymnaslio, After this he
went to the University of Marburg. His extraordinary misi-
cal talent caused his patron to leave in 1609 in order to go
to Italy. Here he studlied muslc under Giovannl Gasbrieli,
master of counterpoint,6

An account of this kind sounds not tco unlike the musiw-
el training of some of our more recent musiclans of oubstand-
ing importance, The actual contrast lies in the faet that
this was virtuelly the only kind of musical educatlon which
was avallable at that time, Persons with superior musical
gbility were tralned thoroughly in music but others received
no musical instruction.

This situation was 1little changed by the time of Bach
(1685-1750), His earliest training is thought to have been

€pavid Ewen, "Heinrich Schiitz," Composers of Yesterday,
pp. 385-386, -
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at the hands of his father who encouraged his musical inclina-
tion. After the father's death an elder brother, Johann Chrise
toph, taught Sebastian to play the clavier, He entered the
éhoir sehool of St, Michael's Convent where he sang until his
volce changed., He was constantly listening and practicing so
that he might progress further. Hls ability to play the vi-
olin enabled him to make a living for a time as court musiclan
at Welmar, He held the position as organist at Arnstadt, and
studied composition and organ playing simply by listening to
Buxtehude., At thirty-~two years of age he had maastered every
branch of his art, and his art of improvisation was truly re-
markeble,? "Bach mew only one way to get on in music, the way
he himself hsd foilowed,--to go to school to every true master,
and to learn from his works,."8

' When Bach learned keyboard instruments, the thumb was not
used in fingering except In the necessitles of great stretches,
It was the custom for each muslcian to finger pleces to suit
himself, For the very legato style which Bach desired, the
thumb became a necessity. Couperin discovered the same system

and published 1%t in his book L! art de toucher le clavecin

(1717}, but the effects of Bach's discovery and usage were more
far-reaching than those of Couperin, One reason for this was
& fundamental law of progress: that of retaining the best of

7Johann Nikolaus Forkel, Johann Sebastian Bach, pps 9-28.

BAlbert Schweitzer, J. S. Bach, I, 220,
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the 0ld and adding to 1t the new lmprovements, Bach retalned
the passing of one finger over another as well as adding the
use of the thumb, This provided many more possibilitles of
fingering and ease of execution than had formerly been used,®
A pert of Bach's method of playing, and consequently a part
of his teaching was the use of strongly incurved and loose
fingers, and loose wrista, The effect of his playing was one
of great quletness and composure.lol

As was the case wlth most great muslclans, Bach was pri-
marily the muslcian and only incidentally a teacher, His stud-
les were all in the subjJect matter of music¢ rather than 1n
means of conveying this knowledge to others who wilshed to learn,
"No one had ever been a worse school-master with greater talent,
for teaching. But to those who were willing to learn from him
he was an excellent guide®,ll This reference to Bach's lack
of ability as a school-master was based on his failure in
conducting classes where specific class management was neces-
~ sary. DBecause he was not a disciplinarian,he was dismissed
from a teaching position of thls type.

Probably the best record we have of the procedure of

Bach's teaching 1s that given by Forkel,

91b1d., p. 206, 101p14,

11rvid., p. 214,
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The first thing Bach did was to teach his pupils
his own special style of touch, To thls end, for seve
oral months they had to practice nothing but separate
exorcises for all the fingers of both hands, with con-
stant regard to this clesar and neat touch, These
exercises were prescribed to everyone for several months,
Bach's convliction was that they should be continued
for at least six to twelve months, If it happened, how-
ever, that any one's patience was becoming exhausted
sfter a few months, he was pleased to write little cone
nected pleces in which these exercises were embodied,l2

The little pleces referred to are the Little Preludes

for beginners and the Inventions which were reportedly writ-

ten during the lesson hours of the puplls for whom they were
intended., An example of these pleces will be included to
show the type of pleces that were considered to be on the

lowest level of difficulty,.
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Fig, 7.--Portion of Little Prelude in G major
by J. S. Bach,

laForkel, ﬁbar‘Johann Sebastian Bachs Leben, Kunst, und
Kunstwerke, p. o8, quoted in Schwelitzer, Ope Cite, Do 216,
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After having acquired a sense of touch, Bach!s students
were glven exerclises which were moderately difficult to hee
gin with, but which were of rapidly Increasing difficulty,
Also, after having acquired this basic technique, the students
began the study of composition. Bach taught both harmony and
counterpoint, and taught them through a functional approach,
Whatever shortcomings Bach's teachlng may have had, as far as
psychologlcal aspects were'concerned, it was nevertheless a
unified process with general rusiclanship as its goal,

Goming forward almost a hundred years, we consider Chopin
as a repreéentative of his period, By this time, musicians
had much greater opportunities for using their msic, and
misic was also assuming the place of a cultural achievement
among people who were not professional musiclans., This dif-
ferent status of muslic naturally had its effect upon the way
in which music was presented, The general apread of the ro-
menticist movement gave opportunity for music in drawing
rooms as well as in concert halls, It was to these aspects
of music that Chopin contributed,ld

We can best understand Chopin's teaching through notes
left by his students. There seem to have been three phases
of plano playing which he deemed most valusbls: touch, scales,

and studies,

1%a1do Selden Pratt, The History of Music, p. 520-533,




17

Touch was the item of supreme lmportance to Chopin, He
Stressed the idea that everything was to be read cantabile
and that all parts or volces should be made to sing., He in-
sisted on precision in the sounding of double notes and
chords together. To further his point of a singing tone,
Chopin revived the old-fashioned tricks in fingering of passe
ing 1 under 5, erossing 5 over 1, and sliding from one key %o
another with the same finger, His Interpretation of the
'tempo rubato! was one of the most expressive devices whileh
he contributed. As he described it, "The 8inging hand may
deviate from strict time, but the accompanylng hand rmust
keep time, 14

In teaching scales, Chopin's emphasis was on a legato
style, with full tone, and beginning with a slow tempo, then
Increasing in speed as the technical facillities permitted
Keys which used many black notes were studied flrst, and C
major was the last to be assigned,l® From this, we see that
Chopin's approach to pianc teaching was essentlally that of
the instrument rather than the theoretical development of
misic and key systems,

As for the teaching material, Chopin used studies by

Clementi, Cramer, and Moscheles; suites, preludes, and fugues

14pawara Dannreuther, "Chopin," Grove's Dictionary of
Music and Musicians, I, 635,

151b1d,, p. 634,
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of Bach; and some of his own etudes. This represented a
significant change from the policies of Bach, since it had
been Bach's idea that pupills came to teachers to study Just
the works of their chosen teachers. The development and
progress in printing during the hundred vears between these
two musiclans was in a large messure responsible for this
dlfference, Printed music in Bach's time had been practically
unobtainable whereas wlth Chopin it was less expensive, much
more plentiful, and altogether practicable, The publishing
of music was also a factor in the broader Jmowledge among
misicians of the works of others., Chopin disliked exaggerated
accentuation, and also strongly advised his pupils to culti-
vate ensemble playing,l6

The period since 1860 is that in which there has been
outstanding development in plano pedagogy. This period repre-
sents the sudden, lsrge growth of the conservatories, The
conservatory has come oubt of the cless of a trade-school and
has entered into that of an instltution of general culture.l?
With the increasing number of conservatories, there has been
a corresponding growth and improvement in pedagoglcal processes,
The conservatorles also exemplify the trend that civilization

has taken: that of amalgamation for mass production, Instesad

161p1d4., p. 635,

17pratt, op. cit., p. 618,
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of lndividual teachers, we now find several teachers grouped
together, This plan allows for specialization in the division
of iInstruction for which each teacher 1s best suited, but at
the same time, it tends to give a less unified and meaningful
music education to the student,

As a foll for this wealkness, class instruction has grown
by leaps and bounds, Phases of music which might prove tedious
for the children working alone can be more successfully motiw
vated with groups of children., Thus a mope complete musical
foundation can be established without the loss of interest
by the children, Although class instruction is not a new
idea, it is only in recent years, perhaps since 1920, that
educators have realized the advantages of c¢lass lessons for
young chlldren and beginners of all ages.,

The existence of classes for adult beginners is not un-
common today. This group of people represents the generation
Just ahead of "the present youths: those for whom piano study
was not lncluded but who feel a need for music in their lives
at present, The procedure with a class of adult beginners
will of necessity be different from that used with young
children or even with children in the intermediate grades of
school, The procedure is determined by the objectives of the
ciass,and with most adult beginners the aim is to be able %o
resd at sight and to have a working knowledge of chords and
chord progressions, The plan of presenting operatic and



20

symphonic melodles in simple verslions is desirable in these
classes because it furthers these aims and in addition gives
the students a broader basis of appreciation of the music
they will hear from other sources,18

In general, however, the 1ldesl piano class can be surmed
up a8 an experience wherein:

1, Listeners, performers, and composers are developed.

2, HMusic is both understood and felt,

3+ The joy of musical participation is discovered,

4, The strength of makling music as a soclal activity
is realized,

5. Broad fundamental techniques and fine subtle appre-
ciations are developed,

6, There 1s creative activity,l9

Through the many varlous medla of muslc today, some of
it is going to enter the llves of our people whether they
welcome end enjoy it or not. MNore and more this fact is come
ing to be realized by educators and by the people themselves,
With the realization also comes more interest in learning
how to appreciate it more fully,

S0 in regard to plano teaching at present there 1s a

new objective for teachers to consider, TFor the one child

18Raymond Burrows, "The Piano Class as an Agency for De-
veloping Musicianship,” Muslc Educators National Conference
Yearbook (1937), p. 322,

1glbid., De 325,
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who will make muslc his chief interest in life, there will

be hundreds of plano students who will take music into thelr
experiences only casually or as an avocation. To these latter
pupils the teacher owss an intelligent understanding and some
contribution to their musical equipment which will make it a
cultural part of their lives. By sound psychological presenta-
tion of music to this majority of students, the mortallty in

piano study cen be substentially reduced.



CHAPTER TIIX
A REPRESENTATIVE MODERN METHOD

In order to outline the general practices and features
of plano teaching at present, one method has been selected
as belng a good, representative system. This one course is
descrlbed throughout, rather than taking meterial from sev-
eral methods. The complete picture of a beginning procedure
is glven in this way. Because of the completeness of the ma-

teriel which was avallable, the Oxford Plano Course is the

one which will be discussed in this chapter,

By dividing the philosophlcal basis of a plano method
into the four phases of musiocal, psychological, pedagogical,
end technical aspects, 1t 1s not presumed that these are
separate considerations. In fact, all four points are so in-
tegrally connected that it is impossible to draw a line of
separation. A good pedagogical procedure will of necessity
be psychologlcally sound; it cannot be psychologically sound
unless it is essentially musical in its purpose and nature;
and it camnot be effective rusically unless it is based on a
good technlcal foundation. Thus, these elements are inter-
related in meny ways. They are separated here only for econ-

omy of organization In discussion,

22
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Muslical Aspects
The beginning level,--The most deasirable approach to the

pilano lesson is a musicel approach rather than one concerned
with the mechanics of the instrument, Themodern trend is
away from preliminsry theory drill, during several lessons;
and lack of acguaintance with the keyboard, during which time
the child does not have the experience of meking music, Ine
stead, the modern practice is directed toward an immediate
musical expression, In teaching little children, a singing
approach 1s the one most likely to fit into previous musical
experiences, Even 1f the child has not gained the use of
his singing voice, this introduction is probably the easiest
to develop, and certainly the most valuable because of the
ear trainint it entaills,

With correct motivation, the child learns to sing the
song and now knows how his piece should sound when he plays
1t. The first plece will be of such simple nature that the
chlld can easily be shown the position on the keyboard which
will produce what he has learned to sing. This is, of course,
a rote procedure with no concern being given to the printed
misic, Since music is an aural art, 1t is a misconception
to stress the symbols of music rather than the actual sounds
at first, PFrom the very first lesson, the child has the

satisfaction of having made music,

The foundation of music reading.--Music reading is not

introduced with the flrst lessons because of a lack of reading
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readiness which is present in most cases, Drawing an analogy
to the language reading experlence, we see how different the
backgrounds have been, In the case of language, the children
have been using the materials of language for about four Years
before coming to school. Having galned femiliarity with words
end the ability to express their ideas and wilshes through the
use of language, they are very close to a readiness for lane
guage reading,

In the case of msic, however, experience has been 1imtted
to a shorter period of time, and has been much less generally
used., Where a child virtually has used languege during all
his waking hours, he may have heard & little misic at one
time during the day through one medium or snother, Much more
rarely do we find the children who sing in their play. The
quallitative difference here, in addition to the quantitative,
l1s in the fact that the music the child hears may be as forelgn
to his capacity for understanding as a highly technical treatise
on phllosophy would be. The music which is on the child's level
18 indeed rare in daily experience, |

So we find that the musical background of most children
has been so much more limited than the language background that
proportionately more time mist be spent in bullding a foundaw
tion which will stimulate an urge for reading,

Since rote learning comprises only a small part in the
whole span of learning music, however, a good foundation for

reading is an important requisite early in the training of the
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misic student. The singing approach carries over from rote
learning to the reading skill. When the first use is to be
made of the printed music, the piece 1s learned through sing-
ing, as before; 1t is then learned by rote at the planc. With
this background for the piece firmly fixed, the notation is
then presented. The child sees the dlrection of the melodic
line., As he sings the song or plays it, he watches the notes,
seeing whether they move upward or downward as the sound goes
up or down. This feeling for direction in melody is an ime
portant factor in sight-reading ability, as opposed to the
single note perception,

Parallel to the perception of melodic line is the recog-
nition of known skips and intervals. Tones of the Pundamental
chords are presented in succession until they can be recog-
nized quickly and played as a chord or in broken chord form,
Fluency in reading is based on the abllity to visualize in
increasingly large units the groups of notes which represent
familiar thoughts,l

Key signatures are presented only as the occasion end
actual situation demand them, The signatures are explained
as signs indicating where the five-finger poslition in a new
key 1s going to be. A key-feeling 1s established by sound-
ing the tonic chord tones together, These may be taken from

the melodles of most of the first simple songs. The connection

1Ernest Schelling and others, Oxford Planc Course, "Teache
er's First Manual," p, 43,
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between the signature and the place of the tonlc chord on the
keyboard should be called to the children's attention each
time this chord-finding exercise 1s practiced. The keys are
introduced, one at a time in this way, and there is little
cause for confusion of keys since each one was occasioned by
a piece in that key. Several pleces 1n the same key reenforce
that key-feeling before another 1s introduced.?

The recognition of rhythmic notatlon is preceded by var-
ious rhythmic experiences, Physical expression of rhythms
is the first step as a training of the large muscles., Clapping
the masic i1s usually the second step. These two steps are
ways of bringing children to recognize the differences in time
values of notes, They are pleasurable activities because of
the naturalness of the motlons, aﬁd may be further enhanced by
the use of slmple games or contests in this connectlon. As
for rhythmic notation, this mey best be introduced through
a rote presentation of a piece, After a rhythm has been
established by rote, it will serve as an example for other
pleces having the same rhythm,

Creative msic.--Creative muaic is one of the most val-

uable and interesting phases of a child's musical experlence.
It is infinitely valuable to a child to be able to take msi-
cal ldeas which he has learned and to combine them in new ways
of nis own, Thils is truly making music that belongs to him.

%1bid., p. 122.
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When a chlld has cereated a little plece, he can be
asslsted in writing it down, As a secondary goal, then,
creative music furnishes the motivation for learning and us-
ing msical notation. Writing down a child's plece serves at
least three purpcoses: in the first place, 1t serves as the
necessary means of recall from one lesson to another; secondly,
to be able to see his piece in concrete form glves the child
an even greater sense of achievement than he had in simply
pleying his plece; and thirdly, in written forn, 6ther chil-
dren, too, may play his plece and enjoy it,

Creative practice should be & part of each home assigne
meﬁt. This should be a problem in connection with the lesson
at hand and should be one which the child might work out in a
variety of correct ways, During the lesson, a melody or por=-
tion of a melody is assigned for the next lesson. In the case
of beginners in the first stages of learning, the assignment
will probably be an antecedent phrase for which the children
will supply the consequent, A 1little later,when the children
have command of chords, they can decide which chords to use
with a given melody and will eventually be able to create
characteristic accompaniment figures, Thls creative practice,
rather than drill work, is emphasized for the home assignment,
By choosing material related to the lesson at hand, it glves

practice 1n the desired activities without proving dull and
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monotonous, Due attention should be given to these efforts
of each child at the lesson period.3

Engemble playing.--Ensemble playing is a means of de-

veloping sound muslclanship, ready sight reading, and geod
mglcal taste and judgment, As such, 1t deserves an important
place in the program of plano instruction, The greatesat good
from ensemble playing is gained when those playing are of about
the same advancement and ability. This places the responsi-
bility of the ensemble as nearly as possible on both performers,
Ensemble playing may assume a diversity of forms, When
the class sings e song, the child at the piano accompanies the
clasa, This 1s probably the first type of ensemble performance,
Varlations of this are for the child to accompany himself and
to accompany another individuasl, The first actual ensemble
playing will be that of two children playing the same assigne
ment in different octaves of the plano, Another is that of
the teacher playing en accompaniment with the child, When two
or more planos are avallable, there 1s much greater chance for
variety in ensemble playing. Two duet teams nay play the same
misic, or eight-hand arrangements may be used, Arrangements
for two-plancs, four-hands are also interesting, as they re-
quire possibly a little more independence than do the dust

arrangements,

S1bid., pp. 47-51.
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In ensemble playing, there is an almost sutomatic in-
centive to alertness, with an increasing proficlency in sight
reading, It serves also as an automabtlc check on unsteady
tempo,

Transposition,~-Transposition should be based on the

principle of tones rather than on that of mechanical finger
adjustments, It is a distinct advantage to be able to play a
plece in several keys other than the original, This ability
also indicates a knowledge of the theoretical baslis of musie,
end an alert ear. Practles In transposition fosters the de-
velopmeﬁt of these skills,

Knowledge of the prinecipal chords in various keys helps
place the piece quickly, establishing the black keys that will
occur. Femiliarity with the I, IV, and V chords and the
characteristica of these chords, indiecating either movement
or repose, will enable students to provide acceptable harmony
for mslodies the class may sing in any key. PFive«finger po-
sitions are readlly found and melodies which extend beyond
the five-finger positions should be located chlefly by ear.
If a melody lies within the white keys in one key, the first
key of transposition should provide the same sort of arrange-

ment, When the tonal pattern has been firmly fixed in this
way, other keys involving black keys may be introduced, Here,

of course, the emphsasls 1s an aural recognition of the correct

playing,
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Scale playing is one of the fundamental practices in
transposition, The ear must hear the pattern before 1t can
be played in verious keys. The occurrence of key signatures
can be used as guide posts to the five-finger positions of
the keys they indicate, and should be recognized quickly as
such, 4

The permanent musical value.--The permanent musical value

of the material studied occurs in two sources according to this
method. The selections included in the actual books are for
the most part pileces of merit. They are qulte often folk tunes
which have a universal gppeal, simple versiona of corpositions
which are heard frequently through other media, and even small

sections of thematic material from works in larger forms,

0. y @ 4 F 43 =
A1 gl P ﬁl
3 ::igizqﬁzqﬁzztii = —— =
7 - S ,

—p——t—t—1}

2 a2 4 5
e—r—f—F

r
1 i

- --“

11
i
1
2 a

Flge 8.--Noel, an illustration of familiar music
of permanent musical value,d

41b1d,., p. 110,

5"Singing and Playing," Oxford Plano Course, No, 8a,
p. 11.



The pleces not in this classification are more in the nature

of exercises, bringing out some needed point.

fpnt=4

Fig. 9.~=-The Traffic Cop, an example of teach-
ing pleces,®

However, by the use of much material of lasting lmportance,
recognition 1s made of the fact that really worthwhile muslc
can be uwsed in teaching specific points in musical or technl.
cal development,

The lists of supplementary material furnish the other
misic of permanent value in thils course, The suggested ma-
terial is of very worthy quality and this may be asugmented
by selectiona of the teacher's choosing.

Interpretation.~-Interpretation is the means by which

the message of rmsic is made understandable to the listener,
The sensltiveness to music is inborn in people to various
degrees, but 1t can be cultivated beyond the orlginel degree,
"Bxpressive interpretation may be described as the subtle

combination of the finer variations of tempo, dynamics,

6Ibid., No, 28, p. 4.
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phrasing, and tone color."7 Actuslly, interpretation is more
than the sum of its compoﬁent parts, but these elements con-
tribute to interpretation; and these can be taught,

The song approach gives en ideal introduction to inter-
pretation, By singing songs with words that tell stories or
set the mood of the composition, the intended interpretation
1s more apparent to the children, Pieces without words, but
with descriptive titles serve the same purposes, In the case
of sbsolute musiec, children should have opportunities of hear-
ing the music well performed, should be conscious of the rea-
sons for certain phases of interpretation, and then follow the

indications faithfully toward securing that interpretation,

Psychological Aspects
All our ideas come firat through the senses, The sense
of hearing is the only means of securing direct knowledge of
muslc. The learning act is necessarily the pupil's activity,
but the teacher maey guide him by seeling that the right condi-
tions for learning are present, Tn part, these conditions

can be stated in the Three Laws of Learning.8

7Sche111ng, op. cit,, "Teacher's First Manual," p, 62,

8hese laws seem to be based on Dewey and Thorndike, Mur-
sell disagrees with the Law of Exercise, saying, "The essence
of all great skill and power is not in habltuation or routine
at all, but in the capacity to meet flexibly and intelligently
the complex, shifting demends of real situations.” James L.
Mursell and Mabelle Glenn, The Psychology of School Music

Teaching, p. 48,




The Three Laws of Learning.--(a) The Law of Readlness,

(v) The Law of Satlsfaction or Annoysnce, and (¢) The Law
of Exerciase,

The degree of desire for the activity at hand determines
the readiness for learning. The desire for the activity de-
pends upon proper motlivation which will create interesat in it,.
Proper motivatlon here includes a certain amount of success
in each activity.

Satisfaction 1s a strengthening factor, while annoyance
weakens the process by destroying the motivation for success.
If the activity is preceded by a feeling of despair or futile
1ty, the learning will be materially hampered,

Exercise, while being an importent pert of the learning
process, must not be used outside its rightful place, Drills
are most effective when the pupils themselves see the need for
such practice. This means that the problem which needs exer-
cise should be encountered in an actual situstion before the
i1solated drill is practiced, This is the basis of the margine
al materlal provided in this system of teaching. Figure 10
is & reproduction of an sctual page from one of the bocks show-

ing the way in which the marginal material is incorporated into

the study,
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Fige 104~~I1llustration of merginal drill msaterisl

Attitude,--The attitude of the pupil is an extremely im-
portant phase of the psychological basis of learning, In most
cases, the pupil's attitude toward his music lesson 1s one of
desire, at least in the beginning., With this advantage, 1%
1s a great waste of interest to allow this good "mind-set"
to change to one of disinterest, or even of dlsillusionment,
The good attitude with which most children come to the study
of piano should be fostered by allowing them to feel that
they are progressing in their abllity to play. Music is an art
which 1s actually being exercised while it is being learned,
so the children should recognize the fact that they are making
music rather than just learning to make musiec,

Interest.~-Interest 1s fundamental to the effort which is
necessary for learning, It can be maintained by adapting the
slze and quality of each assignment to the abllity or capacity

of the student, The progress should be guaged so as to rempin
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challenging to the pupll and yet be sufficiently within his
grasp to permit success in his endeavors. The type of musical
maberial enters into this consideration again, because in order
to be interesting, the pPlaying must be enjoyable to listen to,

Attentlon,--Attention is dependent upén Interest, We give
attention to the things which interest us. One type of interest,
however, 1s that of a disagreeable eXperience, Interest hsré
13 with the idea of ending the experience as quickly as possible,
Obviously, the kind of attention which will.be most valuable to
the teachlng and learning process will be that which 1s based
on pleasurable interest,

The span of attention is very brief, particularly with
young children, For this reason, the lesson must be varied,
The main issue of the lesson may be interspersed or relieved
with different topics, thereby accomplishing more when returne
ing to the originsl goal of the lesson than through an attempted
concentration on one interest. The material with which the
lesson 1s interspersed must be sufficlently related to the pri.
mary topic to be interesting, An idea which is completely
foreign to the children's background of knowledge and experience
wlll fall to interest them.g

Goercion,--Coercion is a wasteful means of teaching, It

involves forcing the child to learn something without a basis

91bid., pe. 27.
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of readiness for the learning., Any learning under these con=-
ditions will be slower and less effective because of the funda-
mental lack of will to learn,l0 fThe glternative here is to DIOw
vide suitable material for the child's interesta and make 1t
attractive to him through motivation even of extrinsic rewards,
This procedure has 1ts application also to the home practice
periods. With a specific time set aside for plano practice
each day, there must be a motivatlon strong enough to make the
practice time more impelling and deslrable then the usual play
activities upon which the practice perlod 1s encroaching,

Habit.-~-Habit 1s a necessary part of any art or skill
which requires motor reactions. Habits are established through
repetitions which allow the actions to become elmost automatic,
For reasons of economy in time, energy, and motion, then,
hablts should be acquired in technic, sight reading, interpre-
tation, and ell the activities involved in pianc playing.
Habits of wrong activities may become fixed just as easlly as
those of desirable sctivities., The best way of avoidlng wrong
habits is to proceed carefully, not allowing the wrong activi-
ties to creep in. By gulding the pupil in a new activity, see-
ing thet it is learned and practiced correctly, the necesslty
of changing a wrong habit will be avolded,ll

Memory.--Memory training is concerned with the recall of

impressions or ideas. The quality of memory, then, depends

10Tb1d., p. 28. Hipid,
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upon the strength of the impressions and the sblility to recall,
The impressions may be made more vivid by the type of associa-
tions they are given,

Memory is used not only in playing from memory but in
such activities as sight reading, An improving sight reading
abllity necessitates the recall of previous problems which were
similar. Playing from memory entaills a strong, vivid impression,
the associations which tend to set up relsted ideas, ample repe-
tition, and a cue for recall,l2

People memorize by different asgoclations, so the indi.
vidual's natural tendency is the first one to be developed,
As this one Improves, other associations may be added which
will strengthen the memory,., The best memory will be the one
which has the greatest number of pertinent associations to
reenforce it, Thus, a memory by visual, aural, and mascular
impressions, augmented perhaps by an analyslis of harmony and
form will be a more dependable one than when only‘one 8830=
clation is used,

The order of instruction.--The psychological order of

instruction, as opprosed to the logical order, is the distin-
guishing chenge which has come about in teaching procedure
during the past thirty or forty years. "The psychologlcal
order is the order of experience, of discovery, and consew
quently of learning, The loglcal order is the order of arrang-

ing for subsequent use what has already been learned,"l3

121p14,, p. 29, 131b1d., p. 33.
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This difference 1s characteristicelly thought of in con-
nectlon with the difference between teachers and artists, The
musleclan who is primarily a teaéher considers the level at
which he finds the pupll and leads him step by step, ss the
child can follow, The sertistts approach too often follows
e plan of organization suiteble for his own level, The materi-
al 1s not glven in entirety, but the divisions of material are
not those most readily grasped by beginners, The best situa-
tion, of course, 1s for the teacher to be enough of an artist
to knew the fileld thoroughly and at the same time be interested

in presenting the subject in a psychologically sound mannemr,
This emphasis on the "teacher" i1s one which was lacking

in the music fileld for a long period of time. The revision
of teaching ideas is probably respoensible to some degree for
the lncreasing number of people who have been studying piano.

Pedagogical Points

Class pianc instruction.--Class instruction presents the

problem of dealing with individual children who have differing
needs, attitudes, and personalities, in a group situation.
There 1s also the problem of a great deal of the same teache
ing which will apply to 2ll the pupils., This method takes
into consideration both of these problems and distinguishes
between them,

The plan of teaching in groups has very definite advan-~

tages, It 1s of economic importance to parents because the
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price of the teachert's time is divided among as many students
s are In the clasa, Aside from this point which will not
affect the éhildren once, they are in the class, group instruc-
tion has other advantages to the children,

Class instruction provides an excellent situation for
the discovery of the new and fascinating possibilities of the
pieno, For beginners who have a great deal to discover, 1t
is more interesting to be able to share these experiences
with others. The class is ideal from a number of other pay-
chologlcal points also. The pedagoglcal consideration in re-
gard to the advantages of classes, however, is that of teaching
the same basic material to the whole group. The advaentage
in this 1s that it is a substaﬁtial tAme-saver, The problem
or difficulty lies in keeping the entire group interested,
attehtive, and‘active while only one or two of the group can
be at the plano at the time, It is left largely to the
teacher's lngenulty to maintain interest., This can be ac-
complished bestrby consldering the children at their seats
as the ones needing guldance, and the one at the piano as the
one who 1s just checking up on what he has learned away from
the planc, If properly directed, the class instruction can
become more thorough and more firmly Impressed in direct
proportion to the number of pupils in the cless, Each core
rect repetition will serve to fix and deepen the impression

of the learning,
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Individual requirements, --Another aspect of class in-

struction which presents problems and advantages is that of
the additional, individual assignments, The supplementary
material should be used to encourage the children's own
preferences, to give additional emphasis to practicing on
their weasknesses, and to gilve a variety to the listening part
of the lesson. This last point makes possible a more ex-
tensive background of listening experience than would be
found in private lessons, If the course did not provide for
individual differences, it would fall short, because no matfer
how many edvantages there may be in class lessons, the factor
of individuality is still a strong one,

Class manageﬁentmu-Since this 1s a class either in the

sohoql or outside 1t, class procedure is recommended, A
regular plan of roll call, a seating-plan, quiet, and order
should be maintained, The children have learned what to ex-
pect in regard to these matters in school classes and they
will respond readily to the same procedure in plano class,

In maintaining good discipline, the most important thing
1s to keep everyone occupied with some work he can do succesge
fully. Cere must be taken to see that the quicker children
have sufficient additional assignments to kéep them busy and
interested,

Because of the number of children involved in each class

period, it is important not to waste time, For this reason,



a routine order of playing at the piano should be esatablished
While one child 1s playing, another is standing beside him
ready to take his place, If this procedure goes shead with-
out the teacher's direction, he has s better opportunity of
helping the children at their seats,

The seating-plan should have the children grouped accord-
ing to ability, wlth the less talented or capable children
seated in the front places, The teacher should be ready to
receive the children when they come in, They should know
thelr places and find them quickly, without confusion. The
children who have original pleces they particularly want to
play during the perlod may put thelr names in a list on the
blackboard., This gives the teacher an opportunity of seeing
the amount of material to be covered., The first activity
of the period may well be a review of something the children
lmow how %o play. It will not be advisable to have every
child play all the assignments at the piano, but every child
should certainly have opportunities to play some of the work
of each lesson., New material is introduced and the'drill or
exerclse work 1s done as a group. Ear training games, flash
cards, and technle games may be played, An atmosphere such as
this eliminates the drudgery of routine drill, The original
pleces of the creative assignment are played, the assignment
for the next lesson 1s made and demonstrated, and then the
lesson should close with some piece which is especilally en-

Joyable to the children,
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Class continulty.~-According to the plan of this course,

the groups may be kept intact and move along together for as
long a period as six years, However, it is sometimes neces-
sary or desirable to re-group the classes. If there are a

few pupils who are definitely superior to the rest of the class,
they should be placed in another group where the abilities will
be more nearly the same, This will gilve the less capable
members of the original class more of a feeling of possible
succesa, At the same time, it decreases the discipline prob-
lem of the children who were capable of more work than they were

doing,

Technical Tralning

It 13 necessary for one who is proficlient in piano to
have an equipment which includes all phases of a well-rounded
technic, The minute details of a technlcal program cannot
effectively be set out In wrlting; it 1s necessary for the
teacher to show the desired movements to the pupils, having
them lmitate until correct habits are formed,

Drill.--The development of piano technic has undergone
a change of approach in recent years, While drill still has
a place in technical training, the approach to it and the em-
phesls on it are different from the former practices, Mechan-
ical drills "were designed to give control of the movements
necessary to play, to increase facility in playing the various

figurations found in plenoc music, to develop power and speed,
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and to establish foundatlonsl control for dynamic and rhythmic
variety in pisno performences,"i4

In order to be prepared for any demand when 1t should
arise, the drills were practiced before the muaic was learned,
This procedure gave puplls the =abllity to express musical ideasg
without having the ildeas to express.

Teaching pleces.--To correct this fault in method, "teach-

ing pleces" have been created, These pleces embody the tech-
nical problems that were formerly stressed by the dry and un-
intereating drills, and at the same time provide an experience
that i3 more or less interesting rmsically.

The use of "teaching pleces" represents a compromlse be-
tween the old, formalized drill, and the complete swing over
to straight teaching of graded material without the use of
exercises at all, "Teaching pleces" seem to incorporate the
mo2t beneficlal featurés of both extremes of this problem,
They provide a musical approach to the technical problem and
at the same time prevent & lack of comprehensive technical
training which might occur without the use of exercises.

Genersl suggestlons,--Conslderation under the term "tech-

nict' include arm and finger movements, hand positions, correct
fingering, control of dynemics, and a musical tone quality.
With young children the emphasis should be on the natural

tendencies, freedom, and ease in playing rather than on

141p14., p. 52.
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over-precision, The teacher's playing for the children should
embody the principles of correct technic since the basis of
children's early technical development is imitation,

The followlng suggestions set out the basic requirements
for technical development as considered by this method:

(a) E%%ggﬁhgf Chair at Piano., Thisa should be such
that when the hand Is held in position on the keyboard
(keys depressed), the wrist and forearm are horizontal,

[} . @

(b) How to Sit. The player should sit somewhat for-
ward on the chair, the body upright from the hips, poised
very slightly forward, never bending over the keys., He
should never rest on the back of the chair while playing,
and should never lndicate rigidity at the hips, ‘

(c¢) Distance of Player from Keyboard, The player
should sit at a distance from the keyboard so that the
upper arm hangs vertically from the shoulder, never wlth
the elbow [urther back than such a position brings,

(d) Use of Arm, The arm should be used freely from
the shoulder.  AIl movements should be as natural as possi~
ble and free from affectation. . . . When coming away from
the keys let the hand hang, relaxed, at the wrist; never
sawing the band back at the wrist,

(e) Hand Position. The standard position of rounded,
arched hand with curved fingers and curved-ln tip of thumb
is recommended, . « o Further, the teacher must never force
the child in matters of position in such a manner as to
strain weak joints and muscles,

(f) Use of Fingers. As no formal finger exercises
are given 1n the work of the first year with younger chil-
dren, control of the finger movements should be first ,
approached through striving for legato in melody playing.

(g) Good Tone, This means a quality of tone that ex-
presses the message of the music to be played, such as a
singing tone 1n a melody, & firm tone in e march, etc,

(mg%%%%.FM@ﬁ@S%SMﬁwmdmmcwd
and with a ae e plan 1n Singing and Playing and the
First Book, In five finger position, eds indicated
otherwlse, the next finger plays the next note in all
diatonic passages, « ¢ « «

(1) Accuracy. Accurate, clean playing must earnestly
be worked for at all times. The child should always aim
for the middle of each key and develop thereby an accurate
sense of finger spacing.
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(J) Dynamics, "Louder and softer" may be attained
through Imitating the teacher's example, and through
Singing the songs and then playing them in the same 3p1rit.15

Technic games.--Games employing the different phasges of

technical training are of value as & part of each lesson for
the first, formative perlod of teaching, These games, based
on storles, provide the exercise necessary for musculsr de-
velopment and control, They correct weaknesses without the
chlld's consciousness, Self-consclousness over a fault some-
times causes tension in an effort to overcome the fault, but
these pleasurable games place the main interest on the stories
rather than the technlcal difficulty, as far as the children
are concerned,

The first gemes will be chosen to promote free, rhythmic
arm movement. Next, should come the combination of arm and
finger activity. The hand position is directed and then later
the finger movements are practiced in the games, Use of these
games during each lesson should be only to the extent that no
fatigue or tension results. The technic games are designed,
as are the future drill or marginal materials, to be done in
a group rather than as part of the home practice assignment,
From this pleasurable beginning, pupils will wish %o carry
‘over part of the exercise into home practice perlods a little
later,

This method (The Oxford Course) suggests the use of

technic games by other authors since there are none specifically

151pid., pp. 57-58.
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outlined withln this course, An example of one of these is
"The Aeroplane in Nose Dive" from the Louise Robyn books,

The instructions for the presentation of this game to a group
of pre-school children follow:

The teacher Introduces a toy aeroplane to explain
the story element of the filrst technical action of the
wrist and hand in attack and release of the keyboard,

First, teach the children to name the princlpal parts
of the aeroplane, Begin with the nose of the seroplane
which 1s compared to the third finger of the hand, The
children demonstrate this principle by holding the right
hand suspended, with the third finger pushed slightly
toward the palm to indicate the nose of the seroplane,
The outstretched fingers represent the wings of the aero-
plans,

The tall piece of the aeroplane is then compared to
the wrist., As the aeroplane descends toward the ground
in a nose dive, the nose descends firsat, after which the
tall plece settles gently to the ground, thus bringing
the hand to normal playing position on the pilano,

Bach child now has a turn at the piano for discipline
in the nose dive on Middle C, with each hand alone,

The pre-school child should receive this initial
technical drill at the plano, sittlng in the lap of the
teacher, as the teachsr must guide the hand and the wrlst
movements of the chlld as the hand 1s raised and lowered,
The teachert!s efforts in the early lessons are focused
entirely upon obtalning a condition of relaxation in the
wrist as the hand is carried to and from the piano.

The third finger should be pushed slightly toward
the paim of the hand as it descends to the keyboard. The
wrlst or taill plece descends to normal position after the
tip of the third finger has pressed the key Middle C,.16

1610ulse Robyn, "4 General Survey of the Introductory
Lessons Given to a Pre-School Class of Children," The Loulse
Robyn Greded List of Teaching Material, p. 38,




CHAPTER IV
CRITERIA FOR EVALUATING PIANO METHODS

‘In considering the criteria for judging various methods,
they seem to fall into four general classifications:

1. Musical.

2, Psychologlcal and Pedagogical,

3. Technical,

4, Physical,

Musical

Permanent musical value.-~-The value of the material used,

from the muslcal point of view, is of primary importance.
During the time in which music is studied, there will not be
opportunities for learning all the music that has been written.
It 1s most deslrable, then, to study the best that is avallw
able. If there are two pleces which have the same technical
problems involved, it will be of advantage, musically, to se-
lect the one which 1s most apt to be of permanent value,
Among the pleces considered to be of permanent musical
value will be found folk songs, little pileces by famous com-
posers, and other noteworthy pleces arranged so as to be
sultable for children's ability, The folk songs are particu-
larly well adapted to the childrents level, They have been

created by the untrained people, and represent a natural
47
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musical expression, This type of plece fits into the singing
approach, too, because of the "song" quality of the music.
However, there are many more folk songs than the child can
learn in the course of his rusic study, Here, again, there
mist be discriminating selection, Many of the folk songs
are fairly generally known., They are the ones which will be
heard frequently and recognized. Others of the same general
qualificatlons may be practically unknown in this country or
in certain sections of the country. With the idea of per-
manent musicsl value in mind, it will be most desirable to
select those which will be heard often. The child should
certainly feel that his study of piano is helping him to ap=
preclate and enjoy the other mislicel experiences that would
ordinarily come into his consciousness.

The same idea carriles over into the realm of composed
pleces. With a possible choice of several pileces by the same
composer, it will be of most interest to the child to select
those which he will have occasion to hear frequently. Even
Tthough this process may result ln a rather hackneyed repertory,
1t will be a better basis for further additions than to have
many obscure compositions which for one reason or another
have failed to achieve popularity.

In judging a method on this point, we should answer these
questions:

Is there a proportionately good number of familiar folk

tunes used?
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Are well-lmown compositions included, either in original
or simplified form?
Immediate musical Interest.--Closely sllied with the

permanent musical value of the materisl used 1s the immediate
misical interest or appeal to the child, This point will over-
lap with the psychologilcal effects and also the format of the
books, but it can be considered primarily on a musical basis,

First, the melody should be of & singable character, The
child's background has been built up of singing experiences,
The new pleces should carfy on this idea as long as it is of
interest to the child, The first pieces will be based on the
tonlc chord and five-finger melodies; however, they nay extend
beyond this range through the use of two-hand mslodies,

Mood may be introduced, still in this simple stage by
the use of minor melodies in contrast to major, and by various
tempo indications. Mood may also be substantiaslly strengthened
by the words belonging to the rleces and the pictures accompany-
ing the music on the rage, The books chosen for beginners of
different ages should be viewed with this i1dea in mind, be-
cause supplementery devices designed to create interest are
of more harm then good if they strike the wrong level of de-
velopment,

Familiarity with the melodles, as discussed under perma-
nent musical value will also be s factor for immediate interest,
If the pleces are those which the chlld has already heard,

there will be an inmediate incentive to learn them,



The conslderations under this point are:

Are the melodies singable?

Do the words hold interest for the children?

Are the subjects and pletures accompanying the music suit-
ed to the musical level of the children for whom the course is
Intended?

Irangposition.-~Considering transposition as one of the

essentials in a muslec course, the crilterion here should be the
ease with which 1t 1s introduced, the naturalness of its prec
tice, and its continued use until the procedure is fixed,
Transposition should be introduced very earliy in the musical
training and should have an aural basis rather than a mechanical
one, The new hand and finger positions are found and then the
ear guldes the rest of the process, In cases where black notes
occur in the transposed versions, st variance with the original,
the ear should discover this problem before attention is called
to the necessary finger adjustments., After the ear has dis-
covered the necessity for a different position, the position
may be emphasized before repeating the piece or exercilse,

In the earliest transpositions, keys should be selected
whereln the actual finger posifions wlll be the same, Thils
will avoid too many new ideas at onee and allow transposition
to be a very natural process. As the pieces studied become
more dlfficult, emphasis on transposition will be lessened,
but occasional pileces should be transposed Into a number of keys

in order to keep in practice and also to keep the ear alert,
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The standards for a course to measure up to in thils res
spect are:

Is the early use of transposition introduced as an easy,
pleasursble variation of the plece as it 1s printed?

Is the basis of transposition sural?

Is the series of keys arranged with the best idea of
simtlarity, then gradually bringing in differences in positions?

Is transposition carried on far enough to meske sure that
the process is well-established?

Creative music,--The opportunities for creative music are

numerous and should certainly be utilized, As a criterion for
s teaching method, the question is whether there 1ls sufflcient
emphasls on original endeavor, Creative muslc may take the
form of completing melodles which have been stsrted, supplying
the proper chords for glven melodies, or writing both the
melody and chords, A corollary of this activity is the actual
writing down in musical notation of some of the chlldren's
original contributions,

Creative practice should be part of the home asaignment,
It is possible there to experiment and have the freedom neces-
sary for trying different possibilitles, This type of activi-
ty glves a greater sense of mastery of music than perhaps any
other one phase, To be able to create something indicates
that the creator is above the thing he has made,

In connection with the use of the materiasl that has been

made up, some class procedure is involved. Through hearing
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some of the pleces, the children may be led to discover which

ones have better balance'as to phrases and which ones use the

best selectlon of chords, To fail to use the creative offorts
of children 1s to discourage further attempts, and is a waste

of veluable possibilities,

The bages for rating various mathods on this point are:

Are the chlldren encouraged to complete given melodies
and to wrlte their own melodles?

Are the children taught different chords and the chord
charecteristics so that they can £ill in harmony for the pleces
they sing and play?

Ensgenble playihg.--class Instruction provides excellent

oppoftunities for ensemble playing, but whether the teaching
1s with groups or individuals, there should be ample provision
made for ensemble work, Children should have the experience
of playing while others sing, playing for their own singing,
and playing wlth others, Playing with others may sssume a
variety of combinations such as: four-hand duets; six-hand
trios; elght-hand, two-plano arrangements; unison playing on
two planocs; playing the same material in different octaves of
the same plano; and four-hand arrangements for two planos,
Ensemble playing, to be of value, must be conducted so
that the playing 1s pulled up to the most nearly correct
interpretation in the groups. It 18 & necessary phase of piano
teaching because, better than any other means of teaching pro-

cedure, 1t eliminates stammering and faltering at the planc,
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With beginners who are not prepared to play complete pleces,
ensemble playlng gives a rmch more satisfying aural experience
then the Individual capsbilities will allow. By forging ahead
in spite of mistakes, Finding the place, and going on after
having been lost, the true feeling for the composition is
gained more quickly than by allowing individuals to blunder
along by themselves,

In an experimental study comparing the results of whole,
part, and combination methods of learning plano music, it was
found that in the series of trisls made,.the whole method was
most effective In two units out of three. In the third unit
this method ranked second, These units of material were based
on levels of difficulty for the subjects 1n the experiment:
oasy, medium difficulty, and most difficult. In all cases,
the part method proved to be the lease efficient of the three.l

This finding may be additional proof of the idea that
readihg through the entire pilece is the most effective way of

learning.2

lRoberta W. Brown, "A Comparison of the "Whole!, 'Part!,
and 'Combination! Methods of Learning Piano Music," Journal of
- Experimental Psychology, XI (1928), 235-.247.

25, I, Gates, Paychology for Students of Education, p. 293,
quoted in Brown, op, Cit., D« 235,

"In an invenfory of methods actually used by one hundred
prominent musiclans, 14 reported that they employed the whole
method exclusively, another 14 combined the whole and the plecew
meal procedure, while the remaining 72 learned mainly bit-by-
bit., These data throw little light on the merits of the meth=
0ods Inasmuch as highly competent performers in every field often
employ uneconomlcal methods. Crucial investigations in the case
of such functions are lacking. Theoretically, the whole method
would seem to possess the same merits here as in the case of

memorizing poetry or prose,"
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We want to know, in regard to a teaching method, then:

Is opportunity given for playing accompaniments to sing-
ing? |

Do the children play together, or in the case of indi-
vidual lessons, does the teacher play with the pupil?

Psychologleal and Pedagogical
Suitabllity for beginners,--Since the msthods belng con=-

sidered are those for beginning plano students, an important
consideration is whether or not the method is well adapted to
' the abilities and needs of beginners, With young children,
this may be the first musical experience they have had, and
the background of musical experience must be bullt up more
rapldly at first than the actual piano training will be, In
the case of older children who have known more music, too ruch
preliminary materlal may dampen thelr enthusiasm because it
seems to move too slowly for them,

The importent point, then, is to have teaching materials
to £it the level of the beginner whether he 1s four years old
or twelve years old. This considerétion is on the psychologi-
cal slde, and the fact remains that beginning material, even
though presented in a more grown-up way, must still establish
the fundamental musical and technical concepts.

We should determine these gquestions:

Are different materials provided for the beginners of

different ages?
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Is sufficient background material given for the young
children?

Is the technical foundation sufficlently thorough for
all grades of beginners?

Adaptability for group presentation.~-According to the

trends in modern piano teaching, class instruction has many
advantages not found in private lessons, Tt is a rather gen-
erally accepted idea at present that class teaching of piano
1s more economical, both in time to the teacher and in money
to the parents of the children, than are private lessons. Bew-
cause of the growing trend in this direction, the adaptabili-
ty of a method or course to group presentation should be one
of the criteria,

Group instruction, of necessity, builds for independence
in the children's playing., This should be one of the considera-
tions in determining whether the method is sultable for use
with classes., If no provision is made for allowing the chil-
dren to work out things for themselves, to discover, and ex-
reriment, but rather makes necesgsary showing every point
minutely and individually to each pupil, the method falls short
in group presentation,

Opportunities for commenting on other children's pleying
form another phase of class instruction, In this way, care-
ful discrimination is developed, and if the positive approach
1s encouraged, the good points will be brought out often., By
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having good points in playing constantly brought to the atten-
tion of the class, lmprovement will be made in that direction,d

Is provision made for group procedure, in that there ‘is
opportunity for continuous activity of all pupils?

Is the spirit of mmtual helpfulness encouraged by the plan
of the course?

Does the Eourse use the class as a means of making routine
and drlll matters enjoyable?

Consideration of individual variabilities.--In teaching

plano classes, an lmportant point 1s to remain conscious of the
individusl differences, just as 1t was important not to give
too much help to the individuals in the group. There is a
distinction between recognizing individual needs, and the
hovering type of individual help that leads to wealmess and
dependence, Individual variabilities may occur in the speed
with which new material 1s understood, the acuteness of hearing,
the reaction time of the neuro-muscular system, sight-reading
abllity, accuracy and permanence in memorizing--in fact, in
every phase of musiclanship,

In eveluating the attentlon given to individual variabili-
ties, 1t is particularly important to consider the different
apeeds with which children learn and grasp new material, This
becomes a problem of class mansgement and discipline because

those who work more quickly than the majority of the class must

5Raymond Burrows, "The Positive Approach: A Significant
Opportunity in Plano Class Instruction,™ Music Educators Na-
ticnal Conference Yearbook (1936), pp. 267-272,
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have additional assignments which can proceed without inter-
fering with the principal class project,

It is a mistaken idea to assume that superior individuals
mist be held back when placed in a group with average ablli-
. ties, By planning ahead, these quicker pupils may be given
an enriched program of work which will be challenging to them
and at the same time be in keeping with the general class ac-
tivitiea., Their superior abllity may also serve to enrich the
experiences of the others,

The following questions will determine this phase of a
course;

Are additionel activities provided for the qulek children
during class peribds?

Do the home assignments recognize the intereéts of the
indlviduals?

Is sufficient drill provided for those who have trouble
in gaining neuro~muscular control?

integration with the school music program.~~In order to

be a vitally interesting experilence to children, music must
have a certain emount of unity, If the music which they ex-
perience in school can be fitted into the piano musie they

are learning, and all of this made to coincide with gome of the
music they will experience in ﬁndirected fields, rmusic will be
rmich more elive, resl, and meaningful to them, Since the achool
muslc programs are planned in advance and apply to all the pu-

pils who will be in planc classes, the pilano class should be
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plenned to fit into the school muslc program, This can be
accomplished in a number of ways.

The genersl plan of the school music program is that it
ocoincides with the units of work in other fields, By keeping
in touch with the school program, the materials of piano teach-
ing can be parallel to these same units or realms of study. The
organization of certain methods shows this purpose of integra-
tlon very definltely,

The following points should be considered in integration:

Does the method use any songs that are used in the school
music books?

Is the tralning suffliciently practlical that the children
can play thelr school songs at the pilano?

~ Are the children being taught enough ear training to
allow them to put in the right chords with theif songs?

Is the subject matter in the words of the songs in keep-
ing with that of the songs belng learned in school?

Adeguacy of teachers' manuals.-~Because any published

pilano teaching method is golng to be used by teachers who

mey nct have had actual experience in teaching before, or at
least who have not had first-hand instruction in the presenta-
tion of the material by the authors of the course, it is ex-
tremely desirable to have manuals as compleﬁe and lucid as
possible., The method can be no better then the form in which

it reaches the pupils. No matter how good the material included

in a teaching method may be, it cannot reach its full
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potentialities unless the teacher is equipped to present the
material es nearly according to the way the authors intended
as possaible,

The fact that many excellent, eéxperlenced teachers use
a combination of materials from various sources, and present
them in their own way does not altar the fact that in order
to judge a method, it must be presented according to the
original intentions of the authors. Where it is not possible
to give personal, first-hand instruction in this matter, a
good manual 1s the next best agency,

An irmportant feature of manuals is the statement of the
purposes, aims, and objectives of the course, Without a clear
i1dea of the ultimate goal of the course, the means to achiev-
ing the end will be blurred; procedure, of course, will form
a considerable part of the manual,

These questions are pertinent to judging the adsquacy
of manusls:

Are separate manuals available with the teaching materisl?

Are feaching instructions provided in the books which the
children use?

Do the mamuals set out the underlying principles, aims,

and goals as well as teaching procedures?

Technieal

Order of development of neuro-muscular control.--The nsuro-

miscular processesg involved in playing the plano are rather
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complex, and for this reason, they should be developed in the
correct order, The basis of this order is the original de=
velopment of muscular control in infancy., The larger the
migcles, the more easily they can be controlled.

With this concept, then, the first type of control is
Just a bodily response to the rhythm of music. The whole body
responds by walking, marching, skipping, or whatever the music
suggests doing, Narrowing down this response, we use the arms,
head, and trunk to reproduce the musical suggestions, The first
actual response at the piano 1s that of the whole arm, moving
as one unit. By galning control of these large motions before
smaller ones are introduced, the possibility of harmful tension
is minimized. As each successive stage 1s mastered, the smal-
ler response can be brought into use,

The order of neuro-muscular control from random movements
to a well-controlled use of the finpgers is a process of physi-~
cal development which must be carefully guided. If the de-
velopment 1is forced at a faster rate than the individual is
capable of going, tension of the muscles will result, and the
process will have to be started over more slowly,

The order of neuro-muscular control should be:

1. Bodlly response to music.

2+ Large muscles of the whole arm,

3. Forearn,

4, Hand position,

5« Fingers,
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Opportunity of habit formation,--The question of drill

and habit formation is one on which therse is a considerable
difference of opinion, It is generally acknowledged that
& certaln amount of sutomatic, technical skill is necessary
for the performance of music, The question arises in the
rhilosophical and psychological approach to the acguisition
of these motor habits, If the principal aim 1n this matter
is to acquire a battery of motor ablilities for thelr own sake,
then drill on technical problems is not a worthy practice,
If, however, the need for certain technical abilities is made
evident by functional musical sltuations, then the motor
response should be perfected.4

As a matter of economy in learning, when the need for a
technical abllity is found, that abllity should be acquired
so that 1t becomes a part of the pérmanent technical equip-
ment of the individual. Only in this way can a working founda-
tion be acquired, This extra- or over-learning of a specific
8kill places 1t in the automatic or habit category where it is
ready for use in future similar situstions without having to
be relearned,

These questions form the criterion for hsbit formation:

Is the ultimate aim of technical proficiency the ability
to create the musical effect required?

Is sufficient time spent on a specific technical problem

to allow it to become fixed?

4J‘ames L. Mursell, Human Values in Muslic Education, p. 345,
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Is material other than pieces provided for drill purposes?
Is interest malntained throughout the drill process?

Physical

Format.~-The physical considerations in a method also
have psychological implications, The format of the children's
books often has a much more important effect upon their interest
In the material than we, as adults, realize. Several considera-
tions of format are to be judged. They have to do with the
misical, supplementary, and artistic phases of the materilel,

Primarily, the muslc should be printed so that form cone
sclousness is developed, This can be most effective by having
one phrase to a line, particularly in the first book. The music
notation should be of proper size so that the entire phrase
lies within a single eye-span. An attempt to enlarge the staff
and notation for ease in perception can be carried to the point
where 1t 1s difficult to grasp., Ordinarily, children's eye-
sight 1s very good, and moderate sized notation can be percelived
and then carried over into the standard size musical type with
little or no dAifficulty. The staves provided for the childrent's
notation, of course, should be larger in accordance with their
wrlting skill,

The supplementary material consists of anything designed
to enhance the interest of the music to the children. This may

consist of words, titles, stories, poeums, or plctures. As
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mentioned previously, it is extremely important to have these
points meet the level of psychological development of the
children,

From the artistic standpoint, the form of the books also
has & psychologlcal effect, Certain colors or color combinations
may elther please or irritate a child, A good starting place in
the conslderation of design is the type of flgures or illustra-
tions that have been used in the school art classes, The repre-
sentations should not be childish, however, so that the feel-
ing of wanting to improve upon them 1s engendered,

The type of paper, cover, binding, and proportions of the
book also deserve consideration, The factor of durability is
predominant here, The construction of the book should be such
that 1t promotes pleasure in using and handling it. The organ
book type of arrangement is probably better adapted to begin-
ners! muslc because the short, wlide pages fit the spacing of
the pleces according to phrases, This type of page also per-
mits only one scong or plece and 1ts accompanying 11lustrative
material so that there 1s no distraction of iInterest. An ex-
ample of the kind of book referred to 1s shown in Flgure 1l.

The format of the books should measure up to these stand-
ards:

Is the music presented plainly, phrase-wlae, and in proper
gized notatlon?

Do the suﬁplementary interest devices sult the interests

of the children?
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Are the artistic features appealing to children?
Is the construction of the book durable enough for chil-

dren's use and enjoyment?

S leNG‘AND-PLmNG

THE DEGINNERS BOOK
THE OXFORD PIANO COURSE

RARL FISCRER, fJus.
P EsE

Fig. 11,.,--Example of the oblong, organ book
type of arrangement of beginners' books,

Cost in relation to the worth of the material ,~~The books

in some course cost considerably more then others. Thls can-
not be determined by the actual dollars and cents price of each
bﬁok because it may be that more books are used 1ln one course
than in another, (ne of the factors to consider, in dealing
with particularly, is the length of time which is spent in
the study of one book. If too much material is included in
one book so that it requires a long period of time to cover
it, the children may lose sight of the progress they are mak-
ing and become discouraged., On the other hend, if there are
just a few, very easy pleces which can qulckly be mastered,
that book may be an extravagance,

Another type of arrangement is to have one book of basic

materials and have other pleces to supplement it., This may
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seem to be the most economical course, but by the time the
addltlonal pieces have been purchased, 1t may actually cost
more than other types of organization of material,

As @ basls of comparison of costs of different methods,
therefore, it is necessary to know:

Whet will the cost be for a perlod of a year's study?

Is this cost divided into portions that best fit the
paychological aspects of rprogresas? |

In the event of an expensive course, ls the material

sufficiently superior to justify the higher price?



CHAPTER V
SUMMARY AND CONCLUSIONS

Description of the Method of Comparison

The criteria set up in Chapter IV form the basls of eval-
unation of the methods under considerétion. Table 2 glves the
fourteen ratings for each of the twenty-two methods. The
ratings 4, B, and G are given as indications of the following:
A means that the course measures up %o the standards set forth,
and, in respect to all the questions posed for each of the
fourteen 1tems of judgment, was found to be superior; B de-
notes the average that has come to be expected in plano
methods; C shows that the method is either inferior or lack-
ing in its treatment of specific phases of piano instruction.
The three-point rating scele was thought to be sufficiently
discriminating in view of the number of points which were
rated in each method.

It is evident that all criteria will not be of equal
importance in determining the true worth of a course. For
this reason, the actual tabulation of rankings will not
necessarily show which method is either best or least desirable.
The weighting of some items, particularly in the musical and
psychological aspects, will be necessary before an evaluation

can be reached, For example, 1t will be obvious that the
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RATINGS OF TWENTY-TWO BEGINNWING PIANO METHODS

TABLE 2

67

Method*
Criterion 7 T 5 5 7 5
1, Permanent musiéal | B c B C A B | A C
value -
2. Immediate masgiecal A B c B A A A B
interest
3. Transposltion A | A | A B | A (A |A B
4, Creative music C C C c C A A A
5. Ensenmble playing Cc c B|A | A |A[A)] €
6., Sultability for A |B|[C |B|A A |Al A
beginners
7. Adaptability for ¢ |B |B|B|A (A |A]| B
group presentation
8. Consideration of A B B B B B A B
individual varisbil-
itles
9. Integration with the | C | B | ¢ B|B |C B| C
school masic program
10, Adequacy of teachers! |C (B (A [C |B [A |B | B
manuals
11, Order of development |A |B (A {C |A B {B| B
of neuro-mscular
control
12, Opportunity of habit |B [A {A | B | B |4 |A| B
Tormation
13, Format A B B B A B B A
14, Cost in relation to B A B A A B A B
the worth of the
material

*Numbers of the methods refer to the corresponding
numbers in Table 1,
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TABLE 2--Contlnued

o |14 115 116 |17 118 [19 [20 |21 T[22

e

T g 10 J11 J12 |1
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first three criteria, that 1s, permenent musical value, im-
mediate musical interest, and transposition will not be of
equal importance in determining the merits of a course. Be-
.cause of the difficulty of obtalning an equitable means of
equating these points, however, no table of weighted ratings
wlll be included,

At present, the only means of determining the relative
Importance of the fourteen criteria 13 a subjective one, If
uged as a basis for further interpretation of the findings of
this study, the procedure would tend to become less valld,

The weighting of various phases in a course of pianc instruc-
tlon 18 a subject which would merit intensive study and re-
search, and which would provide ample material for another
thesls, The material should be obtalned as nearly as possible
through experimental procedure.

In & trial process, a weighted chart was made, For this
purpose, G equals 1, B equals 2, and A equals 3, In assign-
ing values to the criteria, there were three items which
were thought to be several times as important as the basic
scale., These were: immediate musical interest, sultability
for beginners, and order of develorment of neuroc-muscular con-
trol, To these points the value of 3 was assigned., Permsanent
risical value was welghted at 2., Adaptability for group
presentation and consideration of individual variabllities

were each given a value of 1%,
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Since no authorlty for such weighting could be obtained,
1t was deemed advisable to omit the table from this discussion,

It is Interesting to note, however, that the results in
ranking 'of methods by this procedure agreed slmost completely
with the ranking by tebulation of item ratings, The four
methods ranking highest and the four lowest were the same in
both procedures,

Teble 3 is a tabulation of the fourteen ratings in each
of the twenty~two methods., The results shown in this table,
judged merely by the frequenéy of A ratings and C ratings
approximated very closely the results in the trial welghted

chart.

Results of the Comparative Evaluation

The writer has been interested to discover whether the
methods which are "best sellers™ actually measure up to stand-
ard in worthy objectives for piano methods, and by the same
token, whether virtually unknown or little used methods de-
serve their obscurity. Very largely this premise has been
answered in the affirmative, Probably the most striking
examples of variations to 1t are in the cases of the John M.
Williams "Year by Year Pianc Course" and the Mary Bacon Mason
books. The Williams books have beeh.carefully organized, and
this course, consisting of some fifteen books, is undoubtedly
one of the best lmown and most popular methods aveilable,
Referring to Table 2, number 22, ths reasons for its rather

average rating will be apparent, 1In the case of the Mary
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Bacon Mason books (Table 2, number 12) the superiority of
the material and the manner of its presentation would seem
to warrant wider use of these books than they now enjoy.

From the figures in the last column of Table 3, it will
be observed readily that the preponderance of ratings falls
in the upper two classes, This finding indicates that the
authors and publishers of plano methods have closely followed
the best thought in psychological and musical aspects of the
field, and have produced material which conforms to these
ideals,

Lambert's Piano Method for Beginners (Table 3, number 10)

has the greatest frequency of C ratings, This may be partiaslly
accounted for in the fact that the date of publication of this
method is 1907, While some of the other methods may have

been in existence for nearly as long a period of time as thia,
they have been revised and kept up to date in accordance with
changing standards in rusic, education, and psychology.

The books by Mary Ruth Jesse, Plano Flagthings (Table 3,

number 16} have the greatest number of B ratings, This would
indicate a moderately good course, with few points either
outstandingly superior or inferior,

The Oxford-Plano Course (Table 3, number 15) has the

highest number of A ratings. 1In the writer's estimation
which 1s based on the best criteris available, this method
probably deserves the first rank among the methods studied,

The one item which received a B rating (permanent musiecal
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value) 1s an important one, however, and according to some
musicisns and teachers, this lack of superiority might give
first place to the next ranking method. This declsion de-
pends upon the importance attached to the various standards.

Of the fourteen criteria, nine were predominantly rated
A end five were rated B, while none hed 2 controlling number
of C's {(Table 4). This indicates that the criteria and
general practices among authors of plano methods are largely
in agreement, The two items which had the largest number
of G ratings (Creatlve music and Ensemble playing) are those
which have only recently been deemed important in beginning
methoda, Creative musle has too often been reserved for the
time when the student knows all about music before he creates
any of his.own, Thls mistaken concept would be analogous
to the insistence on a child'!s knowing all the rules of
gremmar before allowing him to make up stories, Ensemble
playing, too, has been delayed until the stuaents were able
to play along acceptably. Actually, ensenmble playing 1s one
of the measns by which children learn to play acceptably
elther together or alone, The most recent methods are taking
this fact into consideration and are utilizing more oppor-
tunities for ensemble playing.

Great variety in the permanent musical value of the
materials was found, Too often, original pieces by the
suthors were used when it would have been more desirable to

find excerpta from some familiar works, either folk tunes or
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TABLE 4
PREQUENCY OF RATINGS ACCORDING TO THE CRITERIA

Rati
Criterion Ny B Y HYedlan
1, Permenent musical value 7 10 5 B
2, Immediate misical interest 12 8 2 A
3. Transposition 11 8 3 A
4, Creative nmusic 7 8 7 B
5. Ensemble playing 8 7 7 A
6., Sultabllity for beginners 17 3 2 A
7. Adaptablility for group 10 9 3 A
presentation
8. Consideration of individual 13 9 sns A
variabilities
9, Integration with the school 6 10 6 B
mz:slc program
10. Adequacy of teachers! manuals | 7 9 6 B
11l. Order of development of 9 10 3 B
neuro-muscular control
12, Opportunity of habit form- 12 10 oo A
ation
13, Format 11 9 2 A
14, Cost in relation to the worth | 13 7 2 A
of the materlal

compositions, The method which was outstandingly good on

this point was the Carl Fischer Pisnc Course. Integration

with the school music program was another item which received

varied attentlon among the methods, This iIs a unifying
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feature which should have had more consideration in the majori-
ty of cases, The method which made exceptionally good use of

this point was the World of Music Piano Course, It was de-

signed by the publishers to coincide with the World of Music

school music series, and therefore, had a high degree of
correlation with the school music program,

The highest number of A ratings was in number 6{Suita-
bility for beginners), Most of the courses for beginners
were found to be suitable musicslly, psychologically, and
technically for the ability and preparatlion of beginning
students,

The two items whilch were ranked excluslvely wlthin the
upper two brackets were "Consideration of individual variabile-
ities" and "Order of development of neurc-muscular control,"
The individual difference factor 1s not a problem in methods
which are designed for individual instruction, but sometimes
s group method will lose sight of this feature., None of the
methods considered in this study were found to be 1nferior
in this respect although there was some difference 1n the
degree of desirabllity of wvarious treatments, The technical
feature of neuro~muscular control is a subject which has re-
celved much study and experimentation over a period of many
years, It is not surprising, then, that all the courses were

rated average or superior on this criterion.
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Conclusions and Recommendations
The foregoing summary of the findlngs of this study in

regard to the comparative evaluation of various beginning
plano methods would seem to lead to the recommendation of
certain methods as the ones which should be adopted in pref-
srence to all others, This 1s not at all the purpose of the
study. The plan has been to procure for examination and study
as many of the existing pilano methods as possible and to de-~
termine the principsl trends, Through a critical analysis of
these methods certaln weaknesses and strong points have been
dlsclosed, To a beginning teacher of piano, this type of
survey 1s valuable for discovering the posslibilities that
can be expected in teaching eguipment,

| The factor of the teacher has not been considered to any
appreclable extent in this study, and because of the very great
differences found among teachers, 1t would be extremely unwilse
to attempt to prescribe any one method as the most desirable,
It is not presumed that the findings of this study will
revolutionize any teacher's ideas or change the tesching ma-
teriasl he has been accustomed to using, It is entirely possi-
ble for a fine teacher to use a course of lnstruction that
fails to meet the highest standards and still obtaln better
results than s poor teacher uaing the best materials, Other
factors being equal, however, the most degirable courses,

including material snd procedure, will provide the besat

learning situations,
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This study has opened up to the writer new fields of re-
search and experimentation which seem to be virtually unex-
plored, It is felt that the listing of these subjects may be
helpful in dlirecting further study in this realm, The lack
of available data in these matters has of necesslty made the
present thesis a preliminary survey rather than a conclusive,
sclentific evaluation,

A comprehensive blbliography of teaching cowses.--A

preliminary to the evaluation of pianc instruction courses
would be a comprehensive bibliography of the available methbds.
This would entall painstaking care because some valuable
methods are published by private companies, and dué to the
organization of these courses, the materlals are not widely
advertised, Another feature of this subject would be the
classification of the data according to the extent of the
course, that 1s, the number of books used, the stage of de-
velopment to which the course progresses, the use or non-

use of supplementary materiael, etc,

Establishment of a standardized set of criteria for be-

ginning pilano methods.--The existence of such a basis of

evaluation will be necessary to the further critlical analysis
of beginning piano methods. In order to be valld, these cri-
teria should be established through controlled experiments
which will determine the value of the respective bases of
judgment, Experiments of this kind will involve large
numbers of teachers and puplls, and a period of several years!

time,
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A basls for welghting the criteria established,.-As

has been mentioned earlier in this chapter, a means of equating
different phases of a course of instructlon is necessary for

a true evaluation, This process could be partially accomplished
in comnection with the establishment of the criteria, By means
of a pre-determined set of measurements, the importance of
different criteria could be decided, Verification of the
welghting o£ the criteria should be obtained through the con-

sensus of opinion of large numbers of qualified teachers of

plano,
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