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PREFACE:
to the student

This book was written on the assumption that you already know some-
thing about the piano and music notation, Following is a summary of the
things you have probably aiready learned, or which you need to know be-
fore you begin Unit 1.
1. Pich
Pitch in music is the highness or lowness of any given sound. On
the plano, pitches sound higher as you play to the right, pitches
sound lower a5 you play to the left.

heddbedhathadlisd

2. The Keyboard
‘The white keys are namaed for the first seven letters in the alpha-
bet, A through G, and these are repeated over and over up the
keyboard. It is easy to find the white keys by their relation to

the groups of iwo black keys:

il
L

3. The Grand Sinff
A note on any line or space stands for a particular key on the

Piano music is most often written on a large staff called the grand
stqff, which is formed by joining together two five-line staffs; an
upper staff, called the treble siqff and a lower staff, called the bass
siaff.

Each stafT is identified by a clef sign. The & clefin the treble staff
names its particular line freble &. Treble G is played on the first
G above the C in the middle of the keyboard. The F claf in the
bass staff names its particular line bass . Bass F is played on the
first F below the C in the middle of the keyboard.

GRAND STAFF
8 .
STAFF % .' = G LINE
G CLEF -
F CLEF 5
BASS - F LINE
Bass | =

39y 1n

MIDDLE TREELE

Because these three notes are so easy (o identify, we call them
“landmarks,” All the other notes on the grand staff can be found
by their interval relation to these three landmark notes,

4. Rhythmic Notation
In written music, each note not only represents a particular key on
the keyboard (pitch), but also how long it lasts in time (duration).
‘We assume you already know the rhythmic notation used at the
beginning of this book:

& Note Values
A quarter m[J}laslx for one count,
A half note () lasts for two counts.
A dotted half note (2} lasts for three counts.

A whole note (o) lasts for four counts,

b. Measure Bars and Time Signatures
Music is divided into measures to make it easier to read.
The measures are indicated with single bars, and the final
;u;l:hninnlnhpiﬂmhﬂldﬂublsbm‘,cﬂhdﬂk“ﬁﬂiug

At the beginning of each piece of music there is a time sig-
nature to indicate the meter of the piece: !,1,@,&,:(;

The top her inds the ber of counis or pulses
in each measure, and the bottom number shows the kind of
note that gets one count or pulse.

5. Finger Numbers
The fingers of each hand are indicated by numbers:
Numbers above right-hand notes and below

adz g1
left-hand notes show which fingers to use. @W
LH RH
6. Slurs and Phrasing

There is one other sign that you will find in much of your music
from the start. This is a curved line, written above or below a
group of notes, I7 the line is shart, it usually has the meaning of &
“ghar™ (play the notes within the curved line legato). Ifiit is longer,
sometimes ding over several it is & sign for phras-
ing, and is used to indicate the natural divisions of the melodic
line, a8 punctuation indicates inflections of speech.

ORGANIZATION

This bock is divided into 22 units of study. Each unit includes every-
thing you need to know and to be able to do in order to play the music in
that unit. Every unit s made up of the following sections:

—

New subjects followed immediately by short studies that provide
musical experience in what has just been learned.
Repertoire

Rote Piece (in the first six units)

Technical Exercises

Rhythn Exercises

Melodies to Accompany and Transpose (beginning in Unit 7)
Improvising

Sight Reading (except in Units 7, 8, 9 and 22)

Study carefully the paragraphs that follow before you begin the book,
and restudy them as you proceed through it.

Music
As you can see from the list above, five of the eight sections in each unit
are pieces of music to play. Each type of mosic has its own purpose.

PO T4 BN Eh b T

1. Studies that provide musical experience in the new subject

Throughout the 22 units there is a total of 65 “studies™
(numbered consecutively 1 through 65). Each new element is
presented in 4 study to give you experiénce in that subject at the
keyboard, These studies are short and easy, and can be leamed
quickly.



2. Repertoire
The repertoire section of each unit contains the *‘real music™—
longer pieces, both solos and duets. You will find familiar melo-
dies and folk tunes, character pieces, mood pieces, boogie and
other popular styles, as well as original classic and contemporary
keyboard music.

3 Rote Plece )
At the end of the repertoire section of the first six units there is a
“rete™ piece in smaller notation, By the word rote we mean learn-
ing & pice by ear ( your teacher will play it for you to hear) and by
Jeel (experiencing the technic it requires), without first reading
the notation that stands for the sound and feel.

These rote pieces give you the opportunity to play over a wider
range of the keyboard and in more difficult rhythms than yoa can
read at this point of your study.

4. Melodies to Accompany and Transpose
Beginning in Unit 7, you will learn to accompany and transpase.
In every unit from then on, there are several melodies (most of
them folk tunes) o accompany and transpose,

. Sight Reading
I most units there is a page of one-line pieces, shorter and easier
than the music in the Repertoire section, that provides review of
the subjects you have learned in that unit and preceding ones.

Your goal for each of these pleces is to study it carefully, then play
it slowly and accurately without stopping on the fTrst reading. In
this way, the sight-reading pieces become a kind of self-test, But
of course you will want to play sach piece again and again until it
is & completely secure and satisfying musical experience, even
though only the first playing can be called a true sight reading.

Technical Exercises

As an older beginner, you will find that understanding musical concepts
is easy. But il the physical aspect of playing the piano does not keep pace
with your understanding, you may become frastrated. This does not need
to happen if you take seriously the importance of the technical exercises
in each umit.

The patterns are short and can be memorized quickly. If you memorize
each pattern before practicing it, your entire attention can be focused on:
a. seeing how your hand and fingers look at the keyboard
b. listerning for controlled and beautiful tone
¢. feeling how to produce the desired tone
Numbers above the notes indicate which right-hand fingers to use; num-
bers below the notes indicate which left-hand fingers to use,

These exercises are, to playing the plano, what warming up is to an ath-

lete. We suggest you do them ffrsf every time you practice. Each pattern

should be repeated, slowly at first, until you feel wholly secure with it,

and can play it with control and physical freedom, Tempo and dynamics

for each exercize will be assigned by your teacher, and ch d as your
1 and facility i

Rhythm Exercises

To help you feel the pulse, before tapping an exercise, first establish the
pulse by counting two measures of the meter. Then, without

the pulse, begin to tap and count, tapping notes shove the line with the
right hand (RH), notes below the line with the left hand (LH). Each
exercise should be repeated until you feel free and secure, and are
experiencing real physical enjoyment from the activity.

Improvising

One of the most rewarding parts of music study is learning to creats
pieces of your own. At the end of each unit there is 8 suggestion for &
piece to improvise, based on the new subject you are learning. In addi-
tion to improvising this piece, you will also want to experiment with
many dilferent musical ideas to see how many of your own compositions
you can create each week.

HOW TO PRACTICE

Your suceess in piano study, your rate of progress and your pleasure de-
pend largely on how you use your practice time. Following are suggested
practice steps to use in working out new music, If you follow them faith-
fully, you will make rapid progress and, more impaortant, will enjoy the
process of practicing as well as the result.

Suggested Practice Sieps for Working Out New Music
1. Plan:

a. Look through the music carefully to decide how you expect
this piece to sound.
b. Practice the rhythm by tapping and counting.
c. Find the position(s) and practice the moves.
2. Play, and listen carefully,
3. Evaluate:
a. Did your playing match your plan?
b. Practice problem spots as needed.
c. Pul these spots back into the whole until you are compledely
satisfied with your performance.

Comments on the Soggested Practice Steps
1. Plan

&, Before you begin to practice, look through the music carefully
to determine how you expect the piece to sound. Look at the
title, the mood or tempo marking, the clef sign(s) and time sig-
nature, the dynamic marks (loud or soft), the sturs and phrase
marks, ete. There will be more and more signs as you pmcnd
through the book, and all of them will affect your
for how the piece will sound. Also study the form carefully to
see what parts are alike and what parts are different, and in
what ways the different parts are different. This will help vou
miake the most efficient use of your practice tme,

b. Before playing, practice the rhythm by tapping and counting,
This means counting the rhythm out loud, and tapping the note
values on the keyboard cover. Before beginning to tap, estab-
lish the pulse by counting two measures in a strong rhythmic
pulse. Then tap and count, tapping right-hand notes with RH
and lefi-hand notes with LH. Repeat until yvou feel completely
secure and physically free.

e. With your hands in your lap, think the first keyboard position
fior this piece. For each hand, think which fingers, which keys,
Then float directly to that position on the keyboard, Check to
make sure all five fingers are lying on five consecutive white
keys, that your hand has an arch, and that your fingers are
curved, with the pad of the finger in contact with the key, Make
sure your forearm is hanging comfortably, and that it forms a
parallel line with the floor from elbow o wrist,

If there is mare than one keyboard position in the piece, prac-
tice moving silently from one position to another until, the
maoves are seciyre and casy,

2. Play, and listen carefully.
Establish two measures of rhythm, counting out loud and in &
slow tempa; then play and count the piece, listening carefully.

3. Evaluste

a, After each playing, stop and consider whether or not your
playing matched your plan.

b. If problem spots occur, mark them with a pencil, and repeat
ench spot slowly and accurately until it is mastered.

. Then put the spot back into the piece until the whole is secure.
Repeat this process until you are completely satisfied with
your performance.

Your practice should result in a totally accurate performance of every
pisee In your assignment. If it does, your teacher can devote the whole
lesson to introducing what is new, working on rhythm and technic, and
helping you turn your accuracy into the projection of musical ideas.



to the teacher

A study of the stodents' Preface will clarify for you the point at which this
book begins. If we have assumed more background than a particular
stadent bas, you will need to spend time preparing for Unit 1.

Each of the 22 units is a self-contained section of study, The term “unit™
in no way implies & week's assignment. How long it will take to complete
each unit depends on the students’ ability to concentrate, their interest
and talent, and, of course, your standards for them.

We have found that older students want, above all else, to play the piano
and soon! Their understanding of musical concepts develops far more
rapidly than younger students’, and they are impatient if their playing
skills don’t keep pace. For this reason the book provides quantities of
music, selected or composed especially to appeal to the older student,
The music falls into five specific categories.

MUSIC

1. Studies introducing the new subjocts
Throughout the 22 units there is a total of 65 subjects, Each new
subject is presented in studies (numbered consecutively 1 through
635) in which the student experiences the subject at the keyboard.
These studies are short and concentrate almost exclusively on
what is being presented.

1. Repertoire

The Repertoire section of each unit contains longer pieces that
use the reading range, rhythms, technic, theory and musical signs
the student is learning. There are 155 raparlmnpw—l]?
solos, 35 solos with optional accompani for the L and
8 duets for two students. These pieces are written in a wide vari-
ety of styles and forms, and in many different keys. There are
familiar melodies and folk tunes, character pieces, mood pieces,
pieces in various popalar idioms as well as original classic and
contemporary keyboard literature.

3. Rote Pieces
The repertoire section of the first six units ends with a pieca for
you to teach by rote. These pieces make it possible, from the start,
for the students to play over a wider range of the keyboard and in
meore difficult rhythms than they could read at this point in their
study.

The rote pieces are written in small notation because they are not
to be read by the student. They can be presented most easily if you
follow these simple steps:

a. Play the piece as beautifully and convincingly as possible,
‘while the smdents listen attentively and watch your hands
carefully.

b. Show them, at the keyboard, sach of the basic patterns, Then
have them repeat each pattern until they hawve leamed it

securely.

¢, Help them, at the keyboard, put the patterns together to com-
plete the whole piece. Coach for the most musical perform-
ance possible from the first playing.

Most of the rots pieces can be presented and learned in just a few
minutes of lesson time, But if the student attempts to read them,
their whole reason for being is lost. Be sure they are presented as a
sight-and-sound experience, learned by ear and keyboard imita-
tion without looking at the notation. In this way, the students’
whiole jon can be don hing their hands (as a way
of helping develop good hand position), feeling physical freedom,
and enjoying the rich, satisfying sounds of the full range of the
keyboard,

4. Melodles to Aceompany and Transpose
Beginning in Unit 7, the students learn to accompany melodies in
&ll the major and minor 5-finger patterns, and to transpose them
to all major and minor 5-finger patterns. In every unit from then
on, there are several mebodies (most of them folk tunes) to accom-
pany and transpose to different patterns. In Units 13-14 they
learn to accompany melodies in all the major and minor keys,

5. Sight Reading

At the end of each unit (except Units 7, 8, 9 and 22), there is a
page of one-line pleces, shorter and easier than the music in the
repertoire section, that provides review of the subjects the student
has learned in that unit and preceding ones. In all, there are 107
sight-reading pieces,

We use these pieces as a kind of self-test, and often ask the siu-
dents to put a check beside each piece they were able to play
slowly and accurately withou! stopping on the first reading. This
wmmwmmwmmmm
‘before they play it, and chall their complete ¢ ion
for the duration of the plece.

Even though the first reading ks the only pure “sight™ reading,
encourage the students to repeat each plece until they can play it
with complete security and snjoyment.

INTERVAL APPROACH TO READING

This book approaches reading by intervals in two ways:

1. Reading the first note in each band by its interval relation to a
landmark.

2. Reading by intervals within each hand.

For example, the subject presented in Unit 1 is three landmark notes
(Treble G, Bass F and Middle C), and the interval of a second. In all of
the music in Unit 1, each phrase beging either on a landmark or on the
note & second sbove or below a landmark. Then, within each hand, the
picces are made entirely of seconds.

In Unit 2, the subject is the interval of a third, so each phrase begins on
the note a third above or below a landmark, or on one of the notes leamed
in Unit 1; within each hand, the pieces are made entirely of seconds and
thirds, In Unit 3, the subject is fourths, so each phrase begins on the note
& fourth above or below a landmark, or on one of the notes learned previ-
ously; within each hand, the pieces are made entirely of seconds, thirds
and fourths, In Unit 4, the subject is the interval of a fifth, and the
approach is the same.

Of course, tobe firl readers the students must also know the names
and exact keyboard location of each note they are reading. Letter names
should be reinforced in each of the first five units, This is especially true
when finding the beginning note of & piece or phrase—for example,
“Treble G, up a fifth, D.”

By the end of Unit 4, the students have played many pieces beginning on
each of the notes from a fifth above landmark Treble G to a fifth below
Iandmark Bass F. And they have read the picces by intervals (seconds,
thirds, fourths and fifths) within each hand. However, they are not lim-
ited to the sounds of those intervals, Since the music in these units is
largely melody divided between hands, they are playing and hearing
sixths, sevenths and octaves between hands, even as early as Unit 1.

In Unit 10, two new landmarks (High G and Low F) are presented.
Again, the approach is to read the first note in each hand by its interval
relation to the new landmark, and then to read by intervals within each
hand.

Sixths, sevenths and octaves within the hand are presented, bat not until
Unit 12, because we beligve that building a good five-finger position is
fundamental to developing technic.



Technical Exercises

We have already suggested that older students have the built-in advan-
tage of being able to understand concepts far more rapidly than younger
ones. But this asset may turn into a lability if they are frostrated by
physical aspects of their playing which do not keep pace, We believe that
this frustration will not occur if you help the students make maximum use
of the technical exercises in each unit.

The technical exercises are designed to rehearse the technic the students
will encounter in the unit they are studying, as well as to prepare them for
the technic in succesding units. All of the exercises lie within the stu-
dents’ reading range, but they are printed in small notation as a reminder
thit they should be memorized at once and practiced from memory.
When students read, their eyes should always be on the music; when they
are working on technic, their eyes should always be on their hands. This
enables them to focus their entire atiention on:

a. seeing how their hands and fingers look at the keyboard
b, listening for controlled and beautiful tone
c. feeling:
—how to produce the desired tone
—freedom in moving easily from one pesition to another
—rhythmic security (the exercises must be done in a strong rhythmic
pulse)

The dynamic level and tempo indication for each exercise have been
omitied so that you can assign them according to the needs and abilities
of each individual student,

Numbers above the notes indicate right-hand fingers, numbers below the
notes indicate left-hand fingers. The fingering may seem excessive, but it
is there intentionally to insure that the exercises are done with specific
fingers. Since the point is no¢ reading, the fingering is helpful to the
technical cause and not harmful as it would be in pieces of music to be
read,

Rhythm Exercises

The rhythm exercises are the only area in each unit which the student
does not play. These exercises are to be tapped and counted, according
to the instructions included in the student's preface .

You should be aware that the rhythm exercises include the same
rhythmic notation that the students arc leaming but often in more diffi-
cult combinations. They can handle harder rhythms here, because they
are not concerned with reading pitch notation and other musical signs, or
with the physical aspects of performance,

Improvising

We encourage the students to improvise, to create pieces of their own,
from the wery first lesson. At the end of each unit there is a suggestion for
an improvised piece, based on the new subject the student is leamning.
‘This provides immediate reinforcement of the subject and another way to
work with it. But, in addition, they should be encouraged to experiment to
their hearts” content with other and different musical ideas. One of the
easiest ways to help students start improvising is to call their aftention to
the patterns out of which the rote pieces are made, and to suggest that
they use similar pattemns to improvise pieces of their own.

Practice

One of the teacher's most important responsibilities is to help their
stndents develop good practice habits from the start. It is not so impor-
tant how long they practice as how wisely and efficiently they use their
practice fime.

In the student’s Prefiace, there is a suggested practice outline for working
out new music, and some notes on each step in the outline. You may want
to-supplement or change the outline as the student progresses throagh the
book. And you will want to add your own practice outline for review
music, based on the preparation of each student for any particular
assignment.

Glossary

New signs and terms used in the book are introduced in foot notes. If
siudents need to refresh their memory on the meaning of any of these
signs or terms, they can look them up in the glossary, beginning on page
200.



Unit One
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Beginning a 2nd above Landmarks }%
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Beginning a 2nd below Landmarks

repeat sign Play the piece or section a second time.



Repertoire (see Preface)
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Rote (See Preface)

Night Visions %
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Technic (See Preface)
Play each of the following patterns in 3 consecutive octaves, LH going down, and RH going up.
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Hand position for LH: Zf—=—t————

a1 % 3 A

Hand position for RH:

Play blocked 5ths on every white key from C to C:
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Rhythm (see preface) ’
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Improvising (see preface)

Improvise some musical ideas using the interval of a 2nd.
Experiment with different sounds until you find a pattern or figure that satisfies you; then develop it into a piece.
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Unit Two

Subjects ard on lines 3rd in spaces

The Interval of a 3rd = = —=
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M mezzo forte, Italian for medium loud. :‘! mezzo piano, Ialian for medium soft.
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Ties A tie is a curved line connecting two successive notes of the same pitch.
Tied notes form one sound that lasts as long as the two notes to A

i
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Quarter Rest 3 A quarter rest is a sign for silence i
as long as a quarter note. J
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Half Rest - A half rest is a sign for silence

a

as long as a half note.
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A whole rest is a sign for silence = =
Whole Rest w=r as long as a whole note. o

It is also a sign for a whole measure of silence in any time signature.
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Repertoire
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EHU JJ Jl upbeats

MNotes that come before the first full measure are called upbeats.

The value of the upbeats is often (but not always) taken away
from the final measure.
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Not too fast
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Rote
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Technic

Play each of the following patterns in 3 consecutive octaves, LH going down, RH going up.

—, —— — -
a. 5131531 b. 1535135 c. 5143234 d. 1523432

Hand position for LH: Hand position for RH:

Play blocked 3rds on every white key from C to C:

LH going down RH going up

e

i ete, ete.

Repeat each patiern using fingers 2 and 4 on each 3rd; then using fingers 3 and 5 on each 3rd.

Rhythm
In each of the following rhythms, set a strong rhythmic pulse — then tap and count.
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Improvising
Improvise some musical ideas using the interval of a 3rd to create a piece of your own.
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Sight reading
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Unit Three

Subjects

4th on the staff 4th on the staff
The Interval of a 4th g e % =
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staccato Ttalian for short or detached,

A dot over or under a note means to play the note siaccato.
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On Top of Old Smoky

(8va higher with duet)
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Ups and Downs

With authority
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Technic

RH (8va higher on repeat) LH (8va lower on repeat)

13
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Rhythm
In each of the following rhythms, set a strong rhythmic pulse—then tap and count.
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Improvising

Improvise some musical ideas using the interval of a 4th until you find a musical solution that satisfies you.
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Sight reading
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Unit Four

Subjects Sth on lines Sth in spaces

The Interval of a 5th i S %h—“ﬂ:—
hachanr 2L

5th on the keyboard 5th on the keyboard
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Beginning a 5th above gj -
or below Landmarks

1st and 2nd ending On the repetition, skip the first ending
and play the second ending instead.
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Repertoire

Alpine Holiday
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Arcs
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Tenderfoot
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Drink to Me Only with Thine Eyes
Traditional
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Downstream
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Technic
RH (8va higher on repeat) LH (8va lower on repeat)

A 14 2 B

In each of the following rhythms, set a strong rhythmic pulse — then tap and count.
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Improvising
Experiment with the sounds of 5ths and improvise a piece using this special musical effect.
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