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ABSTRACT 

INNOVATIVE PEDAGOGY: INTEGRATED CURRICULUM DESIGN FOR THE 
UNIVERSITY FUNCTIONAL KEYBOARD SKILLS COURSE 

Sungsook Yi, D.A. 

George Mason University, 2015 

Dissertation Director: Dr. Linda Monson 

 

The purpose of this study is to investigate the perceptions and problems of the university 

functional keyboard skills course for nonpiano music majors and to develop practical 

curricular activities to serve the primary purpose of the course based on recommendations 

by music education experts and scholars. The values of functional keyboard skills in 

musical learning and teaching have been widely investigated by many music education 

researchers; however, studies indicate that the overall curricular design of the university 

functional keyboard skills course continues to be criticized due to its lack of practical 

content and effective instructional approach. This study sought to develop learner-

centered curricular activities in hopes of fostering in both instructors and students what 

particular skills should be valued, focused, and taught, and how the knowledge and skill 

sets can be implemented in real-life learning and teaching settings.
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CHAPTER ONE. INTRODUCTION 

Statement of the Problem 

What do instructors of the university functional keyboard skills course want their 

students to achieve from learning the piano? Does the course effectively serve its primary 

purpose in nonpiano music major students’ musical learning and their future careers as 

music educators? What are the most expected and important functional keyboard skills 

those music majors need to learn for use in a real-life teaching setting? 

The primary purpose of the functional keyboard skills course in the university 

music curricula is to help nonpiano music major students in understanding in the areas of 

theoretical topics in music, analysis, and aural skills through playing the piano. In 

addition, the course is to foster them in becoming successful music professionals 

equipped with comprehensive musicianship through a variety of musical concepts via 

multifaceted curricular activities on a piano.  

The values of functional keyboard skills in musical learning and teaching have 

been widely investigated by many music education experts for decades, and the 

significance of the course remains emphasized by national music education associations 

such as the National Association of Schools of Music (NASM), which stresses the 

importance of keyboard skills in undergraduate music curricula and continues to raise the 

standard of piano proficiency for nonpiano music major students. According to NASM 
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standards, keyboard competency is critical for all music majors along with music theory, 

sight-reading, ear-training, transposition, harmonization, and improvisation (NASM, 

2014, p. 99).  

Music education researchers agree that the ability to play the piano is an 

important asset to music teachers in all areas of teaching (Bobetsky, 2004; Christensen, 

2000; Hamel, 2000; Kostka, 1997; Lyke, 1968; Mauricio, 2009; Wells, 1986). However, 

their studies suggest that the overall curricular design of the university functional 

keyboard skills courses remains criticized by current and former music students, music 

educators, and music education experts due to its lack of practical content which is 

critically needed in real-life teaching settings.  

In fact, music education researchers began to express a considerable amount of 

concern about the course ever since its early establishment in the university music 

curriculum (Buchanan, 1964; Chin, 2002; Johnson, 1987; Lyke, 1968; Spicer, 1992; 

Young, 2010). Their studies indicate that music professionals in all levels and areas do 

not find their former university keyboard training to be practical nor that it had an 

emphasis on the realistic approach of functional keyboard skills and their pragmatic 

functions in various instructional settings. Their research reveals that there is a major 

concern about the lack of unity between instructors of the course and in-service music 

educators on which course objectives and skills should be addressed and emphasized in 

the curriculum.  

Researchers note a wide discrepancy in expectations among music educators. 

They point out that many instructors of the functional keyboard skills courses tend to 
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concentrate on a product-oriented and performance-driven approach with an emphasis on 

technical development and memorization of assigned pieces (Chin, 2002; Fisher, 2006; 

Spicer, 1992). Their research reveals that such instructional methods do not help students 

achieve the comprehensive musicianship expected to be learned in a course that fosters 

their musical maturity and independence as music educators. 

 There is also ample discussion among music educators and music education 

researchers regarding what particular skills should be valued, focused, and taught for 

students of the university functional keyboard skills course (Buchanan, 1964; Johnson, 

1987; Lyke, 1968; Slattery, 2006; Spicer, 1992; Young, 2010). The researchers find 

many graduates of the functional keyboard skills course feel a lack of confidence 

incorporating a piano as a teaching tool even after taking the course for three to four 

semesters. Studies reveal that former keyboard skills students reported insufficient 

preparation in the integration of a piano into a nonpiano course, which they should have 

acquired along with the necessary components of functional keyboard skills during their 

university years (Bobetsky, 2004; Buchanan, 1964; Chin, 2002; Graff, 1984; Haack, 

1985, Lyke, 1968; Spicer, 1992).  

Since obtaining competency in keyboard playing demands varied skills, it is 

difficult for nonpiano majors to attain a high level of piano proficiency in only a few 

semesters. In addition, the course contents and requirements can be overwhelming if the 

instructional methods and materials are not planned according to the level of students’ 

keyboard facility. Due to the time constraints, instructors are given the crucial task to 
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determine what areas of skills should be taught and emphasized, and how the skills can 

be formulated and contextualized through the learning process.  

Williams (2000) points out that the high expectations of the functional keyboard 

skills course from both students and administrators seem somewhat unrealistic. It can be 

difficult for nonpiano music majors, especially for those with no previous piano training, 

to attain a satisfying level of piano proficiency that enables them to use the skills for their 

profession in matter of a few semesters. 

A wealth of studies pertinent to the university functional keyboard skills course 

has examined its significant values as well as problems and discussed the inadequate 

preparation of former students over the years. Although there are numerous studies on the 

textbooks and analysis of the course, there is a lack of concrete information or direction 

on how the knowledge and skills learned in the course can be formulated and synthesized 

in a real-life instructional setting. In addition, the empirical aspects of creative 

instructional materials and collaborative practical application of the skills have not yet 

received much attention in the research.  

The focus of many studies has been on the opinions of music students and music 

educators including K-12 general music teachers and directors of choral, band, and 

orchestra programs, and university music faculties, and these studies sought to identify 

the problems of the course and suggested what needs to be done in order to improve the 

quality of teaching and student learning. While only a handful of researchers have 

attempted solutions by developing musical learning activities and instructional 

methodologies, they do not indicate musical examples or detailed suggestions which 
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imply how some skill sets can be directly or indirectly applicable in terms of utilizing the 

piano as a creative teaching aid. In addition, the majority of the research is focused on a 

group instructional method, which limits students’ gains in particular technical aspects 

and useful applications. 

Purpose of the Study 

It is evident that practical curricular development for the university functional 

keyboard skills course, which can be effectively adopted in all areas of teaching settings, 

has not received much attention at all. Therefore, it is crucial to design an effective 

curriculum for the university functional keyboard skills course that stimulates students’ 

musical learning in college and beyond.  

 The purpose of this study was to explore the significant role of the university 

functional keyboard skills course as perceived by music education experts and 

researchers, and to develop efficient curricular activities and assignments based on their 

research and recommendations. The researcher sought to synthesize and create 

coursework based on what music education researchers have found regarding what needs 

to be done. The study’s ultimate goal is to kindle music students’ quality of learning as 

wells as to help both instructors and students understand the practical integration of 

functional keyboard skills in teaching settings.  

In Chapter 2, the author will explore research studies on the purposes and 

advantages of the course, the reality and needs of the course, and its status in the music 

curriculum. 
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CHAPTER TWO. LITERATURE REVIEW 

The Purpose and Advantages of the University Functional Keyboard Skills Course 

The earlier development of the university functional keyboard skills course traces 

back to the period following the World War II when it served as a fundamental course for 

elementary music education majors. Since the 1950s, the course has been incorporated 

into the university music curriculum (Skroch, 1991; Woodman, 1972), and higher 

education institutions in the U.S. have employed group piano courses for all music 

majors to fulfill a degree requirement (Chin, 2002; Spicer, 1992; Young 2010).  

The National Association of Schools of Music (NASM) emphasizes the 

importance of functional keyboard skills among music majors in that all undergraduate 

music students are required to take functional keyboard courses regardless of their field 

of study. In addition, NASM stresses that music majors who seek to earn music teacher 

certification must gain competency in keyboard playing (NASM, 2014, p. 99). NASM 

guidelines require that music education majors must obtain the “functional performance 

ability in keyboard” (p. 118).  

Music education experts suggest that the ability to play the piano can be one of 

the most critical and essential elements for successful music educators to acquire. 

According to Richards (1961), piano competency is crucial for success as a music 

teacher, and often times, it is one of the determining factors in being selected for a job. 
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Bobetsky (2004) contends that attaining and enhancing functional keyboard skills will 

broaden career-seekers’ options in the job market as well as enrich the musical 

experience of music major students and their future students. Researchers point out that 

those who possess competency in piano playing will be able to teach music effectively 

and enhance many musical tasks by incorporating the versatility that the keyboard 

instrument can offer (Bogard, 1983; Lyke, 1968; Spicer; 1992).  

The primary purpose of the university functional keyboard skills course is to offer 

music students a tool that helps their learning in theoretical and analytical areas of music 

studies and the instrument’s practical integration in instructional settings (Bogard, 1983; 

Servias, 2010). Fisher (2006) claims that the course serves a diverse constituency and is 

for students to gain comprehensive musical learning experience through piano playing. 

However, researchers claim that the focus of the instruction has instead been on 

promoting a high degree of mastery of piano playing (Chin, 2002; Spicer, 1992; Williams, 

2000), and they point out that there is a critical need for suitable curricular development 

that serves the main function of the course, which is students’ effective musical learning 

and its future integration in their careers as music educators.  

The following section investigates the problems of the course and seeks to reveal 

the reality and needs of the course as perceived by music students, graduates, and 

educators. It will explore the long-standing issues with the course and discuss invaluable 

insights by musicians who have taken the course.  
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The Reality and Needs of the University Functional Keyboard Skills Course as 

Perceived by Music Educators 

 While graduates of the university keyboard skills course seek the integration of 

keyboard skills in a practical way in teaching, they repeatedly find that there is a 

sufficient lack of proper training. Music education researchers stress that there should be 

pragmatic measures that incorporate specific and specialized instructional materials 

geared toward music teachers’ needs (Chin, 2002; Johnson, 1987; Slattery, 2006; Spicer, 

1992; Williams, 2000).  

To students of functional keyboard skills course, “the skills” will remain raw or 

useless if proper guidance is not given, shown, and demonstrated by instructors and 

transferred to students effectively in the process of learning. However, despite these urges 

from music education researchers (Buchannan, 1964; Chin, 2002; Christensen, 2000; 

Lyke, 1968; Young, 2010), the course is still in a critical need of systematic and strategic 

improvement in practical curricular development. And questions remain regarding how 

this course can reclaim its purpose and foster students to envision their future as creative 

music professionals.  

Researchers claim that many graduates of the functional keyboard skills course do 

not feel they are fully prepared to integrate a piano as a functional teaching tool 

(Bobetsky, 2004; Chin, 2002; Christensen, 2000; Spicer, 1992; Young, 2010). The major 

findings of research examining the improvement of the course suggest that the content 

and requirements should be relevant to the degree program of the student. Fisher (2006) 

asserted that the course curricula and subsequent student training must be carefully 
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designed and delivered to accommodate the specific needs of future music professionals 

who will serve in different parts of the musical field.  

In the early research on the problems of the functional keyboard course, Webber 

(1958, as cited in Skroch, 1991, p. 13) noted wide inconsistencies and expectations 

among music teachers. Webber suggested that each music department should reevaluate 

the purpose and goals of piano training for the music education majors and establish the 

minimum requirements for piano proficiency in accordance with the standards set by 

NASM.  

Vernazza (1967) stressed the significant need for specialized training for specific 

music majors; for example, providing differentiated assignments with distinct emphasis 

on accompanying, reading open scores, playing vocalise for vocalists, accompanying 

skills for instrumentalists, and score reading and sight reading for composition majors. 

Rast (1968) and Lyke (1968) suggested that music education majors should receive 

additional training in sight-reading, singing, and playing simple vocal literature.  

Researchers repeatedly have found that a majority of universities do not have 

differentiated keyboard coursework or distinguished curricular contents for various 

disciplines (Lock, 1984; Lyke, 1968; Skroch, 1991, Young, 2010). Despite the 

suggestions by music education researchers cited above, the concerns regarding the 

content and format of the functional keyboard skills course remain. Redfern (1983) 

claims “that the college requirement for piano proficiency examinations is unrelated to 

the piano skills music teachers use regularly in the real world of music teaching” (p. 102).  
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Buchanan (1964) asserted that “In spite of the fact that more and more emphasis 

is being given to the importance of keyboard facility for all music education majors, the 

results are far from adequate” (p. 134). Buchanan’s research used survey measures to 

assess perceptions in the university functional keyboard skills courses among music 

educators working as choral, band, and orchestra directors or as elementary music 

teachers, music supervisors, and college music faculty. Her study discovered that music 

education graduates find themselves “dependent upon the piano either for personal 

benefit in becoming familiar with choral, band, or orchestral literature or for direct 

classroom use” (p. 134). The survey (completed in 1962) indicates that 64% of music 

directors expressed concern that their former college keyboard training did not prepare 

them adequately for their area of teaching, while they highly expressed their desire to 

incorporate keyboard skills into their teaching. According to the study, accompanying 

skill was ranked high for both choral and instrumental directors. The survey findings 

suggest that effective course design is critical in order to help music majors succeed in 

their keyboard studies as well as in their future as music educators. Buchanan also 

addressed that “just as in science, mathematics, languages, and other areas of learning, 

music education must streamline and revise its methods and procedures of instruction” 

(p. 137).  

Rast (1964) surveyed music education majors and elementary education majors to 

examine the piano proficiency requirements in the colleges and universities in Illinois, in 

a study in which both sides of the participant groups were tested in different skills. In the 

study, music education majors were asked to demonstrate common functional piano skills 
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such as piano technique, accompanying, harmonizing, and sight-reading, and elementary 

education majors were tested on improvisation and creativity, which had not been 

included often in university functional keyboard skills courses. The research indicates 

that many of the skills were required for both majors despite the fact that the level of 

keyboard proficiency for elementary education majors may differ from that for music 

education majors. Rast concluded that students of functional keyboard skills courses will 

have more awareness and be motivated to practice if such differentiated curricular 

objectives are defined and addressed in their learning. In his similar study in 1968, in 

which questions were posed to music faculty, Rast suggested that the college faculty 

should ask themselves if certain keyboard skills are more important and applicable for 

students’ specific needs as music educators and that they should consider the organization 

of curricular content of functional keyboard skills courses.  

Lyke (1968) asked faculty of music education and instructors of functional 

keyboard skills to rank musicianship skills learned from the functional keyboard skills 

course. His study indicates that both groups considered the following 10 skills essential: 

sight-reading, harmonization, playing by ear, transposition, improvisation, technical 

development, critical listening, accompanying, playing chord progressions, and analysis. 

It is interesting to note that music education instructors added an 11th entry to the rank: 

development of style. He also found that the keyboard instructors regarded harmonization 

as the most functional skill. Lyke observed that both educator groups felt the functional 

keyboard skills course should be structured around the needs of the future music 

educators.  
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Graff (1984) studied the ratings of essential keyboard skills ranked by public 

school educators and their assessment of the relationship of the skills to their teaching. 

The survey indicated that accompanying, sight-reading, knowledge and playing of chord 

progressions, harmonization, transposition, and critical listening were regarded as the 

most important, although there were slight differences among teaching areas. Graff 

concluded that the significance of keyboard skills in those areas needs to be the primary 

consideration for music education majors; otherwise, students will not be adequately 

prepared for their real-life teaching careers. Graff asserted that the substance of group 

piano texts was not in line with the requirements. In addition, she pointed out that the 

instructors would not be able to prepare students adequately if the purpose and 

importance of functional keyboard skills are not addressed. She stressed that “many 

graduates are still not fully prepared to function at the piano in a manner applicable to 

their future needs” (1984, p. 13). 

In a study of instructional priorities in functional keyboard skills courses in the 

United States, Johnson (1987) revealed that music majors regarded sight-reading, 

harmonization, transposition, and score reading as the most valuable skills, while they 

thought playing by ear, memorization, and modulation to be the least important skills.  

Haack’s study (1995) on keyboard skills, identified and rated by music 

professionals, indicates that accompanying, sight-reading, playing from chord symbols, 

transposing skills, harmonizing melodies, improvising skills, playing by ear, compressing 

scores, and piano repertoire were regarded as important and valuable. It is important to 

note the list above is in the order of importance given by the research participants. Haack 
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points out that many students of the keyboard course spend most of their time learning 

solo repertoire in the form of Sonatinas and Inventions, while such limited time could be 

better spent on the development of practical skills, such as sight-reading, harmonization, 

transposition, condensing scores, and improvisation. Haack also questioned whether the 

functional keyboard skills being taught are related to students’ professional lives. He 

concludes that “students are not being prepared with skills that will enable them to 

function at the keyboard in their professional lives” (1995, p. 24). 

In a study that sought information on which functional keyboard skills public 

school teachers consider the most valuable to their band, choral, orchestra, and general 

music jobs, Christensen (2000) found that public school music teachers, regardless of 

teaching area, thought that functional keyboard skills are essential. She revealed that the 

music educators recognized the necessity of proficiency, particularly accompanying, 

improvising accompaniments, score reading, harmonization, harmonizing melodies at 

sight with and without chord symbols, transposing simple melodies, and transposing 

instrumental parts to concert pitch. Her study also found that there is a significant 

difference between the current use of functional skills and the anticipated use of the 

skills, with the greatest difference found in accompanying skills. Christensen concluded 

that the skills used most frequently vary by the areas of teaching. In addition, teachers of 

all areas and levels expressed that they would use every functional keyboard skill more 

frequently if they were proficient at them. According to her study, frequent comments 

were made by participants that music education majors should develop the skill of 
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playing and singing at the same time as “they feel less adequate as a teacher if they are 

teaching from behind a piano” (2000, p. 208).  

Similarly to many other research findings in this realm over the years, 

Christensen’s study reveals again that memorization and playing solo repertoire are the 

least important skills for students of the course. However, unlike other researchers, 

Christensen found that the respondents felt that it may be necessary for students to learn 

beginning-level solo repertoire to progress to a level where they could play elementary 

accompaniment and read open scores. It is important to note that the length of average 

teaching years of Christensen’s survey respondents was over 10 years, and most of them 

had at least some private, group piano, or both prior to taking the university functional 

keyboard skills course. 

Williams (2000) noted that there is much discussion among music educators 

concerning what is important for university music majors to learn from the functional 

keyboard skills course. She contended that each keyboard skills faculty must determine 

which areas of functional skills should be emphasized. In order for beginning piano 

students to become proficient and to reach the maximum skill level in a given amount of 

time, Williams states that instructors should be well aware of the critical skill sets needed 

to be taught in student learning.  

She claimed that the beginning adult piano student who has practiced consistently 

is comparable to a child who has been playing for approximately five to six years and is 

entering the intermediate level. Williams questioned why we should expect adults of 

equivalent abilities to be able to do more in two years or less. In addition, she asked about 
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the time the students are required to take the piano course, which usually is the first two 

years of their undergraduate studies. She was concerned that “it is unlikely skills that 

were only beginning to form would still be functional after a two- or three-year time 

lapse” (Williams, 2000, p. 36). She also pointed out that more work is required if the 

skills are to be used easily, as the skills students gained during the three to four semesters 

are still in the development stages.  

In a survey of secondary choral educators regarding incorporation of keyboard 

skills, McWhirter (2005) sought to find how music teachers used keyboard skills and 

their expectations of the piano skills of their student teaching interns. The results indicate 

that the majority of the participants used many functional keyboard skills daily and they 

believed that keyboard proficiency is important to extremely important for student 

teaching interns. The research also included that the music educators would use the skills 

more frequently if they were more proficient, especially in accompanying skills.  

Young (2010) studied the use of functional keyboard skills perceived by college 

music faculty, performers, and music teachers and its implications for the course 

curriculum. The survey gathered information about the participants’ careers, piano 

training, use of functional keyboard skills, and proposals for the piano training of 

undergraduate music majors in their field. She found that the participants had similarities 

in their piano training, usage of a piano, and their integration of keyboard skills in 

musical activities. She determined that professional musicians thought that having 

functional keyboard skills is important to their careers, and many would have liked 

additional training on accompanying.  
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However, Young pointed out that there are subtle differences among the groups in 

the frequency of use and where the skills are being incorporated. While all three groups 

agreed that transposition, sight-reading, and scales are essential skills they use regularly, 

the performers group often transposed accompaniments, harmonized melodies, and 

accompanied groups. In addition, faculty members regularly played by ear, played chord 

progressions, accompanied soloists while teachers read open scores, and transposed 

accompaniments frequently. She reported that the participants of her study thought that 

music majors should receive piano training on the following skills: playing chord 

progressions, playing scales, sight-reading, harmonizing melodies, and reading open 

scores. The study also revealed that many participants thought that practicing and 

memorizing piano solo pieces were skills that should receive little attention in university 

functional keyboard skills course, which reflects what numerous researchers have been 

criticizing about the course over the years. 

Despite numerous researchers seeking to find the solution over the last five (or 

more) decades, it is evident that there still have not been significant changes in the 

course’s contents and materials related to the “cause” for the course. In the process of 

investigating the critical problems within the course, March (1988) observed 

disagreements between school music teachers and keyboard skills instructors. She 

examined the rankings of the relative importance of functional keyboard skills identified 

by in-service music teachers. Her study revealed that 44% of public school music 

teachers claimed inadequacy in their college piano training. She concluded, “The college 
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instructors may not understand the functional piano needs of the school music teachers” 

(1988, p. 118).  

It is evident that over the years, a considerable number of researchers have 

repeatedly found problems within the curricular content of the university functional 

keyboard skills course, and they contended that there is a crucial need to develop 

differentiated curricula for the course. However, little is known about the relationship 

between the curricula of the functional keyboard skills course and the amount of time 

instructors spend on teaching the application of the knowledge in actual teaching settings.  

The following section discusses the status of the functional keyboard skills course 

in the music curriculum in higher education and seeks to explore how instructors can help 

students see the light of practical application of the knowledge and skills learned in the 

class.  

The Status of the University Functional Keyboard Skills Course in the Music 

Curriculum 

Researchers find that many of the music educators who regularly use keyboard 

skills have had piano training prior to the college admission (Buchannan, 1964; 

Christensen, 2000; Williams, 2000; Young, 2010). This implies piano training prior to 

college can affect one’s learning progress, retention, and integration of keyboard skills in 

his or her future professional field. However, it is evident that a variety of skill levels of 

students’ piano facility and the pace of their learning progress are also very diverse, and it 

would be difficult for both students and instructors to achieve the same goal in the given 

amount of time if their focus on the course is directed to playing the piano versus 
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understanding the creative application of the instrument and formulating and applying the 

skills for a practical function. This is one reason there is a critical need to develop 

differentiated curricula and assignments to embrace the wide range of students, especially 

ones with no keyboard experience upon college admission.  

Researchers contend that the placement of the functional keyboard skills course in 

the music degree program may affect the effectiveness of the course and the retention of 

the skills students learned during the university years and beyond (Christensen, 2000;  

Hamel, 2000; Mauricio, 2009; Williams 2000). Generally, most music students take the 

course in the early stage of their degree program in line with taking other music courses 

such as music theory, sight reading, and ear training. In a review of findings regarding the 

benefits of functional keyboard skills, researchers suggest that many musical concepts 

learned in those courses can be reinforced on the keyboard (Bobetsky, 2004; Bogard, 

1983; Hamel, 2000; Larsen, 2007; Servias, 2010; Stern, 1963). The major findings of 

these studies indicate that when concepts are explained in more varied approaches, 

students will absorb the material more quickly and thoroughly.  

Stern (1963) believes that the functional keyboard skills course can make 

excellent use of theory, counterpoint, and analysis sessions. Larsen (2007) stated that it 

can be difficult for students to understand the connections between different 

subdisciplines of music study. However, she claimed that doing so could be beneficial, as 

music theory concepts are often reinforced by aural skills and keyboard courses. Larsen 

asserted that the functional keyboard skills is an important and integral part of the theory 

curriculum and is used to promote comprehension of theoretical parts. She also suggested 
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that keyboard assignments in theory class can be especially valuable since they add a 

visual and aural concreteness. In this same vein, Trantham’s note on this matter makes a 

perfect statement: that it is important for instructors to provide students with “a synthesis 

of all their studies by interrelating them” (1970, p. 50). 

Hallbauer’s study (2009) supports Larson’s view. Her research claims that many 

connections exist between the theory and functional keyboard skills curricula besides 

harmonic concepts. She says that  

careful study of and comparison between music theory and group piano curricula 

enables instructors to design more meaningful and effective exercises that 

incorporate new information learned in the theory class into the keyboard 

techniques covered in the group piano class. (p. 6)  

Hallbauer (2009) also reports that the participants of the College Faculty Forum in 

2008 discussed piano proficiency exams and that they recommended the exams need 

coordination of music theory and piano proficiency, but they agreed that it is a 

tremendous challenge. Hallbauer argues that instructors and textbooks for functional 

keyboard skills courses tend to have preferences regarding the sequence in which 

theoretical concepts are introduced early on. She explains, however, that this sequence 

does not always correlate with what is practical within the keyboard skills curriculum, 

particularly when taking into consideration the physical aspect of piano playing. She 

asserts that instructors of the keyboard course need to pay attention to “prioritization of 

skills and concepts” (2009, p. 67).  
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Hamel (2000) examined the inclusion and integration of functional keyboard 

skills across the music curriculum. She claims that students’ keyboard skills can be 

improved by encouraging them to actively participate through hands-on assignments for 

music courses such as theory, aural skills, instrumental method and techniques, choral 

literature, conducting, arranging, composition, and counterpoint.  

As the researchers pointed out, students receive multiple benefits in learning 

music theory, ear training, and sight-reading through a functional keyboard skills course, 

and this can be even further improved by enhancing the typical course objectives. For 

instance, instructors can reinforce the concepts learned in other music courses in the class 

in a way music professionals would teach: by incorporating keyboard skills. Through 

creative curricular activities that reflect potential “scenarios” in an actual teaching setting, 

students will be more motivated to attain functional keyboard skills. However, the 

existing studies question similar matters without directing a way to solve or improve the 

problems. 

Skroch (1991) asserts that the university functional keyboard skills course 

curricula should be “revised to allow more time for development of functional skills; a 

resource guide for the piano class should be written; and more materials for development 

of functional skills should be published” (p. 8). Betts and Cassidy (2000) stressed, “It 

seems that one step in the process of designing comprehensive and efficient class 

instruction for developing functional piano skills among music education majors is to 

pinpoint critical areas for in-depth coverage and practice in class piano” (p. 152). In 

determining how to teach functional and performance skills in a limited time, they 
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emphasized the importance of identifying skills that are more critical and effective versus 

less successfully accomplished by the students of course. 

Researchers (Bobetsky, 2004; Young, 2010) encourage nonpiano major music 

students to take as many secondary piano courses as possible, including private lessons 

focused on acquiring the practical skills needed in the teaching setting. Bobetsky claims 

that they need a sequential music curriculum with clear and relevant objectives that could 

help them effectively.  

In an effort to inspire students’ musical interest and foster creative ways of 

learning and teaching, the course must not only be designed to reflect their needs as 

comprehensive musicians, but should be taught to recognize its significant potential as a 

creative educational aid. Furthermore, students will be more motivated and will maintain 

their interest even after completing the course requirement only if they see the connection 

between the presented material and its practical application in a real-life teaching setting.  

Overall, the significance of practical application of functional keyboard skills in a 

teaching setting has been reiterated throughout the literature, and it renders a notion that 

the course should be organized and well thought-out around the needs of the future music 

educators.  

Retention of the Functional Keyboard Skills Beyond the University Years 

As aforementioned, music education experts find that functional keyboard skills 

courses can be very valuable for music students to gain knowledge of diverse facets of 

musical learning. They contend that functional keyboard skills also serve as an effective 

and creative teaching device that can enhance the quality of musical instruction. 
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However, it is difficult to predict if students will be motivated and committed to practice 

and retain their skills even after their proficiency test is over, which generally takes place 

at the end of the last sequence of the course. Students typically still have two or more 

years until graduation and it may take another few years until they will actually use the 

skills in their career. Therefore, it is important to consider the placement period of the 

course and further extension of learning, especially for the ones who consider becoming 

music teachers.  

In this vein, Mauricio’s research (2009) on the retention of piano facility of 

undergraduate music education majors confirms how this course calls for critical 

attention on systematic and strategic improvements in learning the course objectives. In a 

study of undergraduate students who completed the functional keyboard skills course 

requirements but who had not yet graduated, Mauricio found that 100% of participants 

showed the highest retention in harmonization, followed by scales (90%), solo 

accompaniment (90%), and score reading (81%). The study also revealed that there was 

greater retention when students considered the skill to be important or one that would be 

used in teaching.  

Peladeau (2003, as cited in Mauricio, 2009) claims that if one can execute a basic 

skill such as a scale pattern on a piano more fluently, the skills can be easily transferred 

to more complex piano skills such as music reading or improvisation. Furthermore, the 

instructional techniques to teach such skills “must be structured so as to facilitate not only 

immediate retention, but also taught and practiced in a way that allows students to retain 
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the information for the longest period of time” (Flieshman, 1962, as cited in Mauricio, 

2009).  

Mauricio recommends that integration of choral warm-up, vocal score reading, 

and instrumental transposition exercises should be taught in the early stage and reinforced 

frequently. She also suggests that scale playing should be taught in the context of 

exercises and more solo repertoire pieces in order for students to achieve high levels of 

proficiency and ensure retention is reached in these areas. 

Over the years, researchers have pointed out that many instructors of functional 

keyboard skills courses are not aware of various teaching settings such as K-12 general 

music, chorus, band, orchestra, and private studio. The only recent studies in the last 

decade on the opinions of keyboard skills instructors seem to have been done by Chin 

(2002) and Young (2010), but the studies do not indicate instructors’ understanding and 

knowledge of specific needs for music educators and their opinions on whether the 

contents of current teaching resources meet the needs of music educators.  

Students who have previous keyboard training might fulfill the basic piano 

proficiency requirement and apply the skills easier than those who have no training prior 

to their university keyboard course; however, students who are new to the instrument can 

also develop skills that can be integrated in their future teaching setting—if the materials 

are effectively and creatively presented in conjunction with a systematic instructional 

method.  

A keyboard instrument can be an excellent teaching aid for music educators in 

various disciplines even if they do not possess excellent keyboard facilities. The essential 
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role of functional keyboard skills for nonpiano music educators is to enhance one’s 

teaching, not to be used as the dominant instructional tool in every teaching setting.  

In order to deepen the understanding in the practicality of functional keyboard 

skills, an interconnection between various aspects of the music curriculum and the 

student’s career interest should transcend throughout the content. Instructors of the 

functional keyboard skills course should move beyond this connection to determine what 

is taking place in diverse teaching situations so that learning content and course 

objectives can be deeply interrelated.  

 One of the main reasons for low interest in keyboard skills among the former 

keyboard course students has been shown to be the lack of both effective curricular 

content and delivery of its practical implementation, leaving many music educators and 

education experts frustrated. Although there have been numerous studies on the status of 

university functional keyboard skills courses and their effective integration in a real-life 

teaching setting, the “problem” has not been fully acknowledged; therefore, no 

significant shift has been reached in improving student learning and the negative views of 

the course by the students and music educators.  

The Aims Versus the Reality 

What music students and music educators think of the effect of the university 

keyboard skills course and how their keyboard skills are valued and integrated are 

important matters for both researchers and educators. The research findings discussed 

earlier clearly illustrate that there are major differences in the views and effectiveness of 

the functional keyboard skills curriculum as perceived by music educators and 
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researchers. It seems interesting that while music educators regard keyboard skills as a 

highly effective and efficient teaching aid, the overall outlook on the perspective and 

application of the course do not appear positive.  

Haack (1995) examined the relevance of skills taught in the functional keyboard 

skills course and found that students are not being prepared with skills that will 

incorporate well in their professional life. Leading educational scholars demand that the 

course’s section of curricular content should be based on major disciplinary ways of 

thinking or expertise as demonstrated by master practitioners (Campbell & Brummett, 

2007; Gardner, 2000; Scott, 2011; Sogin & Wang, 2002). They advocate that faculty 

should prepare students to think about (and work with) the chosen subject matters in 

ways experts would do in the given field. In this vein, experts (faculty) become the 

models that guide students through a systematic and strategic instructional plan. This 

expert-modeling approach seems well-suited to teaching the functional keyboard skills 

for music majors, especially for those who want to pursue a career in teaching.  

The general purpose of the curriculum in higher music education is to train 

students to multitask as performer, conductor, composer, arranger, and teacher, and to 

perceive music in the same way as professionals. Therefore, it is logical to conclude that 

instruction designed to cultivate expert musicians in a university functional keyboard 

skills course should: (a) consist of course objectives based on how professional music 

teachers incorporate piano in real-life teaching settings, and (b) correct both students’ and 

instructors’ misconceptions and eliminate the “habits and concepts…inimical to the 

skilled practice of a discipline” (Gardner, 2000, p. 116).  
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Based on the observations and aforementioned research findings, three topics will 

be considered for the remainder of this chapter: (a) the primary concerns perceived by 

students of functional keyboard skills courses, (b) the concerns of keyboard skills faculty, 

and (c) the need for effective curricular development for the course. 

Concerns of the University Functional Keyboard Skills Course as Perceived by 

Students 

For decades, researchers have expressed concerns on curricular activities of the 

functional keyboard skills course that affect students’ learning and motivation. Tollefson 

(2001) states that many students of the keyboard skills course seem to have less interest 

in practicing beyond the minimum proficiency requirement, because they find the skills 

they learn in the class are far from those needed in a real-life setting. It is evidenced by 

researchers that many students are often unmotivated and struggle with learning to play 

the piano, and they report that ineffective practice habits, unenthusiastic attitudes, and 

that instructional materials are the major concerns for them (Chin, 2002; Fisher, 2006; 

Skroch, 1991; Williams, 2000; Young 2010). Gipson (2005) stated: 

Group piano teachers across the country bemoan the struggle to motivate these 

students throughout their semesters of piano study. The goal for many students is 

simply finish the required coursework as soon as possible and pass the piano 

proficiency exam, if one is required. Generally, while most of these students pass 

this test in a timely manner, the majority seems to find little musical enjoyment or 

satisfaction in the process. For those who choose to continue piano study after 
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passing the proficiency, either by choice or requirement, the musical progress and 

sense of musical achievement may continue to be unfulfilling. (p. 18).  

Researchers note that the students of the functional keyboard skills course often 

begin the piano study with a negative attitude due to the specific demands of learning the 

new instrument and the impracticality of the course content (Christensen, 2000; Parente, 

2011; Williams, 2000; Young, 2010). Parente (2011) addressed that this “unfortunate 

mindset can lead to a negative thought process that greatly diminishes students’ 

confidence regarding their ability to organize their practice sessions productively” (p. 

21).  

As the researchers observe, learning a secondary instrument can be a daunting 

task for many university music students (Amoriello, 2010). Furthermore, the typical 

characteristics of the student’s unsupervised and nonproductive practice habits, where the 

student attempts to “master” complicated musical units, will cause a negative thought 

process toward their attitude for the course (Parente, 2011). 

Due to the fact that a negative mindset can erode an inspiring and positive 

classroom environment for both faculty and students, it is critical for instructors to design 

class materials that are not only relevant to the student’s current musical learning, but 

also incorporate effective content that students can further integrate and formulate into 

their own setting of teaching.  
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Concerns on Instructors’ Understanding the Practicality of the University 

Functional Keyboard Skills Course as Perceived by Music Education Researchers 

What students are supposed to learn matters to them, and it affects their 

motivation for the ongoing learning process as well as success beyond their university 

years. If students can relate the musical knowledge learned in the class to their own lives, 

they will become more aware of their musical growth and strength as well as existing 

weaknesses; therefore, there will be an improvement in their learning.  

In this vein, a new level of insightful understanding of the aims and objectives of 

the functional keyboard skills course is critical for the instructors. Setting up a course 

outline without proper understanding or guidance may affect both students’ and 

instructors’ motivation in the process of learning and teaching. In addition, instructors 

must remember that the students do not intend to achieve a high level of piano 

competence by practicing or memorizing assigned pieces or technical exercises with 

undefined goals and undetermined purposes. They need to learn how to efficiently utilize 

the technical and musical skills in their learning process, and furthermore, expand their 

musical ability in a professional field through incorporating the functional keyboard 

skills.  

Millican (2007) explained that even if every component of the course may seem 

important and necessary for success, “the knowledge base may need to be defined in a 

way that is more than a checklist of skills” (p. 16). He urged the instructors to understand  

that each teaching activity is connected with the notion of a practical knowledge base for 

teaching and it reflects the intricacy of effective teaching.  
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In an effort to improve students’ interest and success during the university years 

and beyond, the course must be designed to reflect how functional keyboard skills can be 

efficiently utilized in a teaching setting. In addition, it is the instructor’s responsibility to 

nurture students’ musical strength through innovative curricular activities and 

assignments that facilitate students to envision themselves as music educators.  

If students recognize a connection between the presentation and assessment of 

course objectives in the process of learning, the class will become more engaging and 

will sustain students’ interest and motivation on a high level. Bandura (2001) addresses 

that “Unless people believe they can produce desired results and forestall detrimental 

ones by their actions, they have little incentive to act or to persevere in the face of 

difficulties” (p. 10). In this vein, Baker and Saunders’s study (1991) supports this notion. 

Their hypothesis is that students are most likely to be motivated to gain musical skills and 

understanding if they believe that those skills and understanding will be beneficial in 

their future teaching. In addition, they assume that if students are successful during the 

course of study, they are more likely to develop a positive attitude toward the course and 

later apply their related competencies as teachers.  

The music education major curriculum often includes music education methods 

courses such as elementary and secondary methods (NASM, 2014); the objectives of 

these courses are based on the assumption that the students will use the content in a 

practical setting when they become teachers (Propst, 2003). Just as similar learning 

objectives are sought in pedagogy courses, the instructors of the methods courses often 
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emphasize the critical skills and particular situations that they personally perceive to be 

adequate for classroom teachers.  

Propst (2003) states that the usefulness of the experiences gained in music 

methods courses may have a direct influence in the teaching setting. However, Morin 

(1994, as cited in Propst) indicates that “instructors of the music methods courses would 

not likely address many of the topics in detail and identified as useful by pre-service and 

in-service teachers” (p. 317). It is interesting to note that the perception and concern 

regarding the functional keyboard skills course and education methods course are 

somewhat similar.  

As Best (1992) points out, it is necessary to examine if our students are being 

taught to think “generatively, conceptually, and theoretically for them” (p. 3), which 

generates productive educational responses and contextualization. Best explains that 

musical contextualization is comprised of one of the two activities: “the placing, 

comparing, and interrelating of music making within historical and socio-cultural 

matrices, or the intellectual and analytical attempts to explain music content as process, 

so as to enable codification, comparison, abstraction, reduction, and model building” 

(1992, p. 3).  

Best’s notion seems to be well in line with the intent of the National Standards for 

Music Education of the National Association for Music Educators (NAfME), which 

promotes active and comprehensive learning experiences in music making. In this vein, it 

becomes significant for functional keyboard skills instructors to deeply consider 

including the skills that are relevant and needed in a music classroom as well as in a 
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private studio. Through this prioritized and strategic planning, instructors can help 

students learn and utilize the skills effectively and gain a self-generated respect for expert 

knowledge.  

As researchers suggest (Christensen, 2000; Graff, 1984; March, 1988), it is 

imperative for instructors of the functional keyboard skills course to revitalize the 

primary goal of the instruction: to support students on attaining skills emphasized in its 

realistic application in an educational setting. Persall (2001, as cited in Parente, 2011) 

reports that the instructors typically encourage students through the prospect of rewards 

(such as being able to play accompaniment for their future students) or visions for 

achieving comprehensive musicianship skills. However, education researchers warn that 

these extrinsic motivators, which stress rewards, disconnect the primary purpose from the 

challenge being performed and do not simulate incentives for learning (Ryan & Deci, 

2000).  

Bock, Zmud, Kim, and Lee (2005) describe that “individual knowledge does not 

transfer easily into organizational knowledge even with the implementation of knowledge 

repositories” (p. 87). Hence, it is the instructor’s responsibility to effectively transfer 

contents that fit students’ specific needs through comprehensive diagnostic evaluation 

and assessment throughout the semester.  

Research findings show that one of the reasons for the negative outlook and 

unsuccessful outcomes of the functional keyboard skills courses is the lack of structured 

curricular activities, which is disconnected from its practical incorporation (Chin, 2002; 

Spicer, 1992; Williams, 2000; Young, 2010). Therefore, instructors need to determine 



32 

what musical concepts, skills, and activities can be taught to enhance their students’ 

endeavors for creative music making. In addition, it is also critical for them to deliver the 

knowledge and skills in an effective way to help students to attain a high level of 

functional keyboard proficiency as well as the ability that enables them to develop their 

own teaching resources in the future.  

Instructors of the University Functional Keyboard Skills Course 

Little substantive research has been sought and completed in the field of 

curricular development by faculty of the functional keyboard skills course, specifically 

toward integrating the skills in an educational setting. In addition, the indications of 

studies regarding concerns on curricular content call for research that investigates the 

instructors’ pedagogical preparation, approach, and their music education research 

experience as well as the holistic understanding and principles of the university 

functional keyboard skills course.  

However, in a survey of undergraduate and graduate piano pedagogy courses’ 

content across the United States, Johnson (1987) found that the focus of the course is on 

precollege private teaching. In a study of Doctor of Musical Arts (DMA) candidates’ 

readiness in teaching, Clarfield (2004) found that the functional keyboard skills course 

can be the most challenging among the various keyboard courses in the university music 

curriculum. Meyer (as cited in Clarfield, 2004) asserts that many DMA graduates who 

become secondary piano instructors had “never set foot in a piano lab, faced a classroom 

of students, suffered the humiliation of headset hair, or the pain of a headset headache” 

(p. 16).  
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Further, Lindsay (2006) writes, 

Often instructors are asked to teach group piano without any experience in either 

the group piano class format or in the music subject matter itself. One common  

scenario is that the instructor has had many years of piano performance 

experience, but has never taught. In another instance, an instructor may have had 

much teaching experience, but has never specifically taught piano. In both 

situations, the teacher may or may not be aware of the variables that contribute to 

effective teaching, particularly in the piano classroom. Also, creative and active 

ways to present piano skills and concepts may be elusive, particularly in the first 

year of teaching. To address these needs, many first-year group piano teachers 

need an additional resource to supplement the current textbook they are using.  

The resource should provide creative activities plus helpful information  

regarding effective presentation of materials and appropriate classroom dynamics. 

(p. 2) 

As discussed previously, numerous researchers find disagreement among applied 

music teachers and music educators in the matter of the curricular content and 

instructional approach for the functional keyboard course. Although the majority of 

researchers (Christensen, 2000; Lyke, 1968; March, 1988; Young, 2010) suggest that the 

course emphasis and requirements be directly relevant to the major study of the student, 

most of the institutions studied in the research do not offer such distinguished classes or 

differentiated curricular assignments. Therefore, it is imperative for instructors to keep 

abreast of new improvements in designing curricular activities and assignments that 
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imply and embrace students’ major interest of study to nurture them into fully 

functioning and contributing music education professionals.  

Johnson (1987) argues that those instructors who minimize the significance of 

functional skills may fail to train their students adequately in such functional keyboard 

skills. In his study of group piano instructional priorities for music majors, Johnson found 

the apparent tendency among the instructors is to focus on developing and improving 

traditional artistic skills. He explains,  

The teaching of such skills, however, does not adequately ensure that a student 

will cope with demands placed upon him in a studio or classroom to improvise 

simple accompaniments, harmonize melodies, transpose, or perform in other ways 

that are uniquely functional in nature. (p. 6) 

Despite the continuing concerns, the university functional keyboard skills course 

remains viable for both music students and music educators. However, it is interesting to 

note that similar investigations had been sought for decades without significant growth or 

improvement in the course curricula nor satisfaction among music students and music 

educators. In a descriptive and interpretive study of the course instruction and the profile 

of instructors, Skroch (1991) found that keyboard skills instructors considered themselves 

best prepared to teach playing scales and arpeggios, although those skills were regarded 

as the least valuable skills by music educators. Surprising evidence was revealed in 

Skroch’s study on keyboard skills instructors: Only one-fourth of respondents had 

expected to teach the course during their job interview, while only 10.75% had taken a 

group keyboard course for piano majors. Skroch also found that a large number of 
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respondents perceived workshops and the observation of professional colleagues as the 

most valuable educational experiences followed by college piano courses (such as group 

piano pedagogy, piano pedagogy, applied piano, and class piano). In terms of the most 

valuable teaching experience, respondents considered that to be precollege teaching 

experience in an independent studio, while many of them pointed to the value of the 

actual teaching experience of graduate teaching assistantships and student teaching. 

These findings indicate that more practical and hands-on learning experiences prepare 

instructors to become confident and equipped educators. However, Sheets (as cited in 

Chin, 2002) argues that instructors’ performance skills and their private teaching 

experience do not mean one is “equally qualified to teach class piano” (p. 35). Therefore, 

it is important for the instructors to understand keyboard course students’ academic aims, 

career interests, musical aspirations, and learning styles through thorough observation 

and frequent assessment so that instructors can design curricular materials and activities 

based on students’ interests and needs.  

Music education researchers have argued that colleges and universities have been 

negligent in preparing effective instructors for the functional keyboard skills course. And 

they suggested universities offer a course in group pedagogy to provide future 

pedagogues with proper knowledge and actual experience of group teaching (Lock, 1984; 

Lyke, 1968; Spicer, 1992). Lyke (1968) found that the majority of keyboard instructors 

were much more likely to be trained in applied piano rather than in music education. 

Further, he indicated that the instructors’ educational experience lacks the proper training 

for group piano teaching, as university pedagogy training often focuses on instructional 
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materials and methods for children. He notes, “The shortage of qualified group piano 

specialists further compounds the difficulties in this [group keyboard] area of music 

education” (p. 6).  

Chin’s 2009 study indicates that since the 1960s, functional keyboard skills 

instructors with a performance degree have been blamed for their inadequate training as 

well as the lack of understanding of main objectives of the course. Her research supports 

many other music education researchers’ notions regarding the qualification of the 

instructors. She writes,  

The majority of class piano instructors developed their own performance skills 

from piano lessons. Since private lessons may not adequately prepare students in 

the area of functional skills, these teachers could be incompetent in and 

uncomfortable with teaching these skills when they are recruited to teach the 

course. Also, applying techniques of one-on-one instruction into the group 

situation is not the most efficient and effective way to manage the group class. (p. 

19) 

In her demographical study on the impact of functional keyboard skills 

instructors’ educational background in teaching, Chin’s (2009) data analysis revealed that 

only 5.3% of her 304 class piano instructor respondents held a degree in music education 

while 40.1% of them held a degree in piano performance, 28% in performance/pedagogy, 

11.5% in pedagogy, 3.6% in music theory/composition, 2.3% in musicology, and 7.9% in 

other areas. There are a few intriguing findings in the study; her study indicates that there 

was no significant difference in the emphasis on teaching piano repertoire among the 
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instructors, whether their major was in performance or other areas, with the exception of 

the instructors with a musicology degree—who put the least emphasis on repertoire. She 

also found no significant discrepancy in the area of technical exercise among various 

backgrounds of the functional keyboard instructors placing more emphasis on them.  

Chin’s (2009) study reveals that all areas of music programs (including piano 

pedagogy and music education) are failing to cover the instructional methodology for the 

university keyboard course for nonpiano majors, thus do not prepare their future 

pedagogues to teach the course with broadly defined course objectives. She points out 

that “selecting the appropriate type and level of repertoire is probably the key to a more 

successful class piano program” (p. 20). She argued that repertoires based on simple 

patterns that reinforce the learning of functional keyboard skills are pedagogically more 

appropriate for class piano students, and then suggested pieces by Dmitri Kabalevsky, 

Lynn Freeman Olson, Paul Sheftel, and Susan Ogilvy. Chin also urged instructors to 

evaluate their technical and performance expectations for students, reexamine the choice 

of repertoire, and seek various ways to present the material, so students will be able to 

find the connection of the course content with other areas of musical study.  

Chin’s (2009) suggestion on providing an easier repertoire seems to be one 

effective way to approach nonpiano music majors; however, will a selection of easier 

repertoires and reduced time in technical exercises (a) improve the quality of learning 

piano, (b) achieve the core principle of a functional keyboard skills course, and (c) 

facilitate the implementation of the skills in a real-life teaching setting?  
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While providing materials that fit the level of each student’s technical facility 

might be a good starting point to improve the level of the student’s overall success in 

piano playing, further application of the course objectives within the material must be 

presented in a way the student can fully and independently integrate them in the future.  

Studies that contain information on the educational background of functional 

keyboard skills instructors are very helpful to understand and improve upon a part of 

stigma the course has been suffering from for years; however, based on the observations 

and aforementioned research findings, a few questions arise:  

1. Should the instructors be aware of the student’s career or teacher identity 

formation (as school teacher or private studio) when designing curricular 

activities?  

2. Will such an innovative approach be effective and help students build strong 

musicianship as prospective music educators?  

3. If so, how do instructors of the functional keyboard skills course attain 

educational knowledge and awareness of practical application of the keyboard 

skills in real-life teaching situations in both classrooms and private studios 

and guide students adequately? 

 While the instructors carefully examine their teaching materials and reassess what 

important skills students need to attain from the course of learning, they should consider 

presenting materials with a big picture in mind. They can get inside of the core question 

by rethinking and seeking further ways to imply the principles so students can become 

independent and creative music teachers.  
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Chapter Summary 

The major findings and analysis of the prevailing agreements that govern the 

university functional keyboard course take us to the realization that we need to provide a 

creative educational environment that hones each student’s individuality and creativity as 

an independent musician with a vision of reality. Rendon (2009) states, “Our education 

should assist us to develop not only our intellectual capacities, but our ability to be 

creative and reflective, as well as to work with and understand other people” (p. 30).  

I believe that the pedagogical improvement of the functional keyboard skills 

course’s instructors should start from their own scholarly endeavors and interest in music 

education as well as professional and strategic development by attending conferences and 

workshops, reading scholarly journals, and collaborating with music education faculty 

and students. Those who seek to expand their knowledge in college education can 

consider taking various higher education courses which offer broad insights on teaching, 

specifically, college students. Courses in higher education can expand their knowledge in 

understanding the dynamics of student learning behavior as well as insights into effective 

instructional methodologies and tools for college classrooms from the college teacher’s 

standpoint.  
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CHAPTER THREE. ELEMENTS FOR INTEGRATED CURRICULAR 
DEVELOPMENT	

Music education experts have supported activities that facilitate teacher role 

development for undergraduate music majors (Price & Orman, 2001; Teachout & 

McKoy, 2010). Considering that the majority of music majors choose to pursue their 

career in teaching either in school or in the private studio, it is worthy to investigate how 

such teacher role development in university music classes affects student success during 

and beyond their university years. However, research on the opinions perceived by 

instructors of functional keyboard skills courses regarding curricular development, 

specifically based on teacher role development, has not been undertaken. Thus, it is not 

known if the instructors are (a) fully aware of the core principle of a functional keyboard 

skills course from a music educator’s viewpoint, (b) confident with the broad contents of 

the course’s materials and its delivery, and (c) knowledgeable about further application 

and integration of keyboard skills in various teaching settings.  

A burgeoning body of music education research suggests that the quality of 

teaching occurring in an educational setting has a direct relationship to the preservice 

teacher preparation (Ballantyne, 2006; Bransford and Darling-Hammond, 2007). It is 

difficult to pinpoint why the functional keyboard skills course has not been perceived 

positively by the majority of music educators, even after its long existence in music 

curriculum and extensive search for the “problem” for decades. As reviewed in the 
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previous chapter, a long history of research indicates that the functional keyboard skills 

course has produced limited effectiveness. In order to generate positive outcomes, 

instructors should shift the focus of the course from performance-driven content to 

students’ retention of skill sets postgraduation. This will help instructors to understand 

incorporating the learned knowledge and skills into a new way of learning, teaching, and 

their students’ teaching in the future. 

The University Functional Keyboard Skills Course: Preparing Professional 

Educators 

The functional keyboard skills course is a critical means of integrating a valued 

teaching technique into the music curriculum of U.S. higher institutions; however, the 

performance-driven learning environment has not served the ultimate purpose of the 

course well. There has been a push to rethink and reevaluate the primary intention of the 

course in that instructors need to redirect the learning objectives to align with other music 

courses such as music theory and aural skills (Betts & Cassidy, 2000; Hargiss, 1962; 

Servias, 2010). In addition, music education experts claim that course objectives that 

promote building pedagogical skills will help students integrate functional keyboard 

skills into diverse educational settings in their future careers. They also suggest that 

instructors should be able to provide content that nurtures students to be able to 

synthesize their knowledge and skill sets so that they can find and set meaningful long-

term learning goals as independent musicians throughout their learning process.  

Students cannot develop or maintain high-level cognitive skills if they do not 

retain their knowledge very well. And as a result, no further improvement or practical 
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application can be made in the process of their current learning and future teaching. 

Furthermore, if students have difficulty seeing the value and connection of what they are 

learning, both instructors and students will have a hard time generating a positive 

learning environment and outcomes.  

In a study exploring the effect of teacher role development training on 

undergraduate music education majors, Teachout and McKoy (2010) found evidence 

suggesting that “beliefs of pre-service teachers strongly influence what they learn, how 

they learn, and their levels of engagement in the teacher education program” (p. 89). 

Odena, Plummeridge, and Welch’s research (2009) on teachers’ thinking concerning 

musical creativity also indicates that teachers are drawn to their previous educational or 

professional experiences when preparing lesson plans and implementing them in 

teaching. Their research highlights the significance of music teachers having practical 

knowledge in order for the knowledge to influence their teaching.  

Kimpton (2005) stresses that universities are not “really engaged” in music 

students’ future professional development, which is necessary to equip music students to 

become effective educators after their university years. In the article, he argues that the 

cause of high dropout rates of music teachers in the early stage of their career is related to 

the program of preparation. Wexler (2000) also asserts, “We need less musical training 

and more musical education” (p. 3). He articulates a concern about the overall music 

curricula in higher education being focused on “training” despite the reality in the job 

market.  
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Kimpton (2005) points out that the lack of comprehensive musical training does 

not nurture the educational needs of students or the interests of the music profession: 

To truly balance the expectations of music-program graduates with the realities of 

the market, we need to recognize that while the current overabundance of 

traditionally trained classical musicians is the problem, those musicians are also, 

potentially, part of the solution. (p. 2) 

To start with, we should educate music students at the college level and 

beyond not only to play at least one instrument or sing, but also to understand and 

practice music composition, orchestration, improvisation, and music history. 

Music students should have knowledge of the other arts. They should learn 

methods of teaching music to pupils at various levels—teaching that presents any 

and all musical knowledge as integral to the musical experience rather than as 

peripheral to developing instrumental skill. (p. 5) 

The implication of this research raises concerns that it is imperative to develop a 

strategic plan for students of the functional keyboard skills course, as the course is critical 

to foster them to become fully functioning and contributing members of the teaching 

profession. How can instructors help students harness their self-identity as competent 

musicians and educators? And what curricular models and activities can be incorporated 

in order to cultivate students to take charge of their learning so they can formulate the 

knowledge and gain new pedagogical skill sets through a functional keyboard skills 

course? 
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Specific theoretical and research underpinnings of the problems of the current 

university functional keyboard skills course cannot be determined so simply, as it is 

difficult to pinpoint one reason why the course has not been acknowledged positively by 

the majority of music educators and graduates, even after such a long existence in the 

music curriculum and an extensive search for the “problem” by researchers. 

 However, some primary reasons can be projected based on the assumptions from 

the literature review: (a) the lack of scholarly knowledge in general college teaching or 

instructional methodology of instructors of the functional keyboard skills course; (b) the 

lack of academic collaboration among music faculty, including supervision and 

mentoring; (c) the lack of educational knowledge and experience in teaching a university 

piano class; (d) the lack of direction on the broad application of keyboard skills found in 

the textbooks that students can use to further think critically by interrelating the content 

to their own area of discipline and to generate their own curricular activities to 

incorporate piano as a teaching tool; and (e) the traditional performance-driven or 

performance-focused instructional approach.  

The time has come to reexamine and discard the old performance-driven 

paradigm of the functional keyboard skills course in favor of a more contextual, 

integrated approach. What steps could instructors consider when designing course 

materials and developing instructional strategies that formulate this contextual and 

integrated approach? The following section examines key elements for designing an 

integrated functional keyboard skills course that incorporates new pedagogical thinking 

and directions.  
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Learner-Centered Approach 

Given the opinions summarized previously, many researchers have reached the 

theoretical conclusion that one of the reasons the course has not been so effective is that it 

has been performance-focused rather than emphasizing skill development based on the 

needs of students’ learning and teaching in their later years as music professionals. In 

addition, the lack of effectiveness is a result of many instructors’ failure to acknowledge 

the core purpose of the course and its practical function in a real-life teaching setting.  

The instructors might have come to teach the course thinking that their primary 

responsibility was to teach students how to play the piano. They might have taught the 

course the way they had learned piano, which may have been through rigorous training in 

technical exercises, standard piano repertoire in classical music, and some units in music 

theory to succeed as a performer. However, the long existence of the functional keyboard 

skills course and its significant purpose as ingrained in university music curriculum has 

been the broader aspect and implementation of playing the instrument.  

Researchers in higher education are concerned that most faculty members adapt 

traditional ways of teaching in their particular discipline, especially if they have not 

encountered some training in instructional design (Bain, 2004; Fink, 2013; Gurung & 

Schwartz, 2008; Schulman, 2011). Studies encapsulating instructional strategies in higher 

education indicate that colleges attain higher rates of student retention and have better 

equipped graduates than those who were more traditionally trained when the focus of 

learning was students (Sternberg & Grigorenko, 2004).  



46 

Effective teachers can be persuaded to embed the discipline’s issues in wide-

ranging tasks by taking an interdisciplinary approach to problem solving. Fink (2013) 

points out that “traditional” teaching lacks the “conceptual tools they [teachers] need to 

significantly rethink and reconstruct the set of teaching and learning activities they use” 

(p. 23). Bain (2004) also finds that traditional teachers often focus only on their subject 

and the issues when they deal with intellectual problems. This stance resonates with the 

ideas of Scott (2011), who stresses “reform” in music education as following: 

We must move away from purely teacher-centered instruction in which students 

are regarded as passive receptors of knowledge and toward student-centered 

approaches in which learners explore ideas related to their own insights. Within 

this latter context, students’ experiences and knowledge are clarified and extended 

through social interactions with others. Thus, individuals are provided 

opportunities to apply the content knowledge obtained through teacher-directed 

instruction to music-making endeavors, thereby integrating newly acquired 

understanding with what they already know. (p. 192) 

The procedure of this type of course design can begin with positioning students in 

the center of the learning and teaching process. The design procedure revolves around the 

needs and abilities of the students entirely, which starts from planning to teaching to 

evaluating. As a pedagogical method, learner-centered is a type of active learning, where 

students are deeply involved in what they are learning. Researchers who explored this 

constructivist perspective indicate that the approach promotes active learning engagement 

as students connect new understanding to their previous knowledge and improve previous 
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skills in “newly acquired proficiencies” (Brown, 2008; Gurung & Schwartz, 2009; Scott, 

2011).  

Scott (2011) extends this view by emphasizing that “learning is a process of 

bridging the known and unknown with new meaning that emerges through group 

interactions” (p. 191). She believes that music students in this environment can learn 

effectively as teachers facilitate the learning process by encouraging them to 

acknowledge the musical surroundings and new knowledge independently. She also finds 

that this learning procedure allows students to contextualize and transform their “known” 

skills with a greater understanding and incorporate them with new insights. 

Considerable support has been given by various education researchers regarding 

the efficacy of a learner-centered approach. McCombs and Whisler (as cited in Brown, 

2008) find that this particular approach is significant because learning becomes most 

meaningful when subjects are pertinent to students’ educational needs, interests, and lives 

in general. According to Brown (2008), the learners become “self-sufficient, creative 

thinkers and people who appreciate and value the subject being taught” (p. 33).  

At this point, instructors of functional keyboard skills might wonder how music 

majors of nonpiano concentrations can be effectively involved in the design process 

without having proper content knowledge—piano. For example, students can be involved 

in developing new practice strategies by reflecting and sharing their own learning process 

as musicians who already have established a certain level of musical proficiency. 

Students can also contribute ideas in designing assignments that are pertinent to their 
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musical and career interests and inspire each other through problem-solving activities and 

creative projects.  

Although the benefits of learner-centered instruction facilitate students to explore, 

experiment, and take charge of their learning, researchers warn that there could be an 

issue of “power inherent” in the environment, if this approach is not utilized carefully as 

it involves students in multifaceted ways in instructional planning.  

Conway and Hodgman (2009) argue that music professors should consider the 

intellectual and developmental stages of students so that they can decide how much 

control students can handle in this type of learning environment, as students may make 

poor choices and not achieve much in the course. In addition, this instructional approach 

can be poorly delivered if the instructor does not possess strong classroom management 

skill and is not a team player.  

How about a learning-centered approach? For effective teaching and learning, 

Fink (2013) suggests taking a “learning-centered” approach and putting the course 

together systematically in its process, which he calls “integrated course design.” In this 

course designing process, the faculty makes a decision on what would constitute high-

quality learning in a given situation and then designs that quality into the course and into 

the learning experience. The key components of Fink’s integrated course design consist 

of: (a) teaching and learning activities, (b) feedback and assessment, (c) learning goals, 

and (d) situational factors, and the first three components need to be connected to and 

support each other. Fink then asks a series of questions which instructors should consider 

when designing any learning experience:  
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1. What are the important situational factors in a particular course and learning 

situation? 

2. What should our full set of learning goals be? 

3. What kinds of feedback and assessment should we provide? 

4. What kinds of teaching and learning activities will suffice, in terms of 

achieving the full set of learning goals we set? 

5. Are all the components connected and integrated, that is, are they consistent 

with and supportive of each other? (p. 63) 

The interpretation of this particular pedagogical approach has broad implications 

for instructors of the functional keyboard skills course. Rather than viewing the course as 

teaching how to play the piano, instructors should start considering the course as a 

creative musical arena, where students develop musical creativity and gain strong skill 

acquisition as well as analytic awareness in tandem. Hence, it is important for instructors 

to rethink the traditional way of teaching piano, which mostly may have been a 

predetermined teaching method from their previous training as piano performance majors. 

They should approach the course with a broader understanding so that students become 

active participants and contributors to their own academic endeavor with a greater 

understanding in learning functional keyboard skills.  

The most important learning outcome the students of the functional keyboard 

skills course should gain is to learn how to utilize the piano as a creative teaching tool in 

a realistic instructional setting with a broader understanding in music. Therefore, the 

traditional approach of teaching piano to nonpiano major music students without 
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comprehensive interdisciplinary correlation will repeat the old paradigm of pessimistic 

criticism.  

There is no doubt that the main responsibility for the instructors is to teach 

students how to play the piano. But they can equally acknowledge the critical need for 

placing the course in a new perspective with objectives that emphasize the realistic 

application of students’ musical and career interests rather than focusing on building 

pianistic skills.  

The problems researchers have found leave us with important questions: What 

should instructors consider when reconstructing the course design if the traditional 

performance-focused approach that lacks of interdisciplinary understanding and 

connection was one of the primary reasons for the course’s failure? How can instructors 

nurture students to develop ownership of their learning effectively and help them apply 

their keyboard knowledge and skills in their future profession? 

Chapter 4 explores various ways to approach the university functional skills 

course and its students. It will discuss the long-standing challenges that functional 

keyboard skills instructors and students commonly have and convey how some of the 

existing course content and objectives can be redesigned to help them see the practical 

aspects and methods of implementing functional keyboard skills in student learning.  
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CHAPTER FOUR. DESIGNING INTEGRATED COURSE ACTIVITIES 

As discussed in Chapters 1 and 2, the major challenge the university functional 

keyboard skills course faces is the practicality and applications of curricular materials and 

instructional approach in ways students can formulate and integrate effectively in their 

current learning and future teaching. Despite the argument that attaining keyboard skills 

is a critical instructional resource for music educators, no research so far has specifically 

explored cumulative curricular activities that cultivate the integration of functional 

keyboard skills into diverse teaching environments.  

Although not all music majors will choose a career in “education,” a skill-

development course such as functional keyboard skills course can enhance students’ 

overall musicianship through a multidimensional approach. Innovative curricular 

activities can open doors to students to expand their musicality so they can embrace a 

broad range of musical tasks in creative ways. 

This chapter will present some ideas that nurture nonpiano major music students 

to learn functional keyboard skills through various in-class activities and assignments. 

The design procedure consists of three major components: assessment, building 

musicianship, and implementing learning objectives in accordance with a students’ 

musical and career interests.  
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Understanding the Dynamics and Challenges for Instructors and Students of the 

University Functional Keyboard Skills Course 

	 Students of the functional keyboard skills course often come to the first class 

meeting feeling nervous and uncertain, as if they were in their very first music lesson. 

Among many concerns, three major concerns can be predicted: First, university music 

students have a somewhat fatalistic view about taking a piano course, for which they 

think they must learn the new concepts of reading and playing keyboard music; second, 

students develop anxiety or discomfort as they have to play their new instrument in front 

of others; and third, students feel discouraged in the group learning environment, where 

they feel a lack of the instructor’s individual attention to their needs.  

Their concerns are understandable considering their identity as music students. 

They have usually been solely trained to become either an instrumentalist (other than 

piano) or vocalist. In addition, learning a new instrument for them may imply more than 

taking a keyboard course for a few semesters. The functional keyboard skills course 

explores an entirely new concept in reading and playing an instrument, and the learning 

progress and outcomes may constantly challenge students a great deal throughout the 

semester.  

Music students often have a tendency to compare their own musical ability as 

singer or instrumentalist with their new learning success or failure in the keyboard course. 

Particularly those who grew up or have been trained in a competitive environment feel 

easily defeated when they find themselves not succeeding in the class. Or simply, some 
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students feel disengaged because they do not see the essence of keyboard class, or they 

think that its curricular activities are not musically inspiring or beneficial for them.  

Due to their previous musical learning experiences as a vocalist or instrumentalist 

in an intimate private lesson setting, some students may blame the group instruction 

environment for their failure, because they feel that they are not getting enough 

individual attention and constant feedback from the instructor when needed. 

It is evident that some students of the functional keyboard skills course certainly 

have concerns and expectations about learning the piano in a new aspect. In addition, 

their anxiety may grow as the semester progresses if they do not find themselves making 

an improvement or seeing the connection to their areas of study or interest. The 

university functional keyboard skills course is not just another music course; it is a course 

to which students’ psychological and emotional issues are sensitively attached, and that is 

one of the biggest and constant challenges for both students and instructors.  

Inarguably, instructors also face unique challenges and have to deal with many 

sensitive issues when teaching piano to a group of college music students. They teach 

different set of students each semester. Each group can be varied by their areas of study, 

musical abilities, interest in the course, learning styles, possible experience in keyboard 

training, and even personalities. It can be an overwhelming experience for some 

instructors to teach a new set of students each semester, as they have to learn about the 

students in many different aspects and seek ways to deliver course contents effectively in 

accordance with students’ learning styles. At the same time, the student group will 

naturally evolve and form a unique character as the semester progresses. They will go 
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through various emotional, musical, and intelligent phases and this will put instructors in 

a constant stage of evaluating their instruction and actively changing their teaching.  

How, then, can instructors create and maintain the class environment as positive 

and musically and intellectually stimulating? Many viable opinions can arise in university 

keyboard skills course instruction. Inevitably, instructors seek effective course curricular 

activities that keep students earning productive learning outcomes and foster them to 

become fine musicians and future educators.  

The first step to undertake the challenge is learning about students in the first 

week of class and monitoring their learning progress periodically throughout the semester. 

The following section explores various ways of learning and understanding about 

students of the functional keyboard skills course at different levels. 

Assessment 

In order to design effective course materials that create significant learning 

experiences and positive outcomes, it is critical for instructors to identify important 

situational factors of the course and learning situations through various assessments. 

Assessment is an outstanding tool for instructors to learn about students and evaluate 

their learning effectively and it also helps instructors to assess their own teaching process. 

The following section explores some ways to learn about students and assess their 

academic needs and beyond throughout the semester. 

Self-Introduction Essay 

A self-introduction essay or a musical self-portrait completed in the first week of 

the semester provides students an opportunity to reflect on their personal musical journey. 
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Instructors can guide students by asking questions about their musical background, 

including previous encounters with piano (if any), musical inspiration, learning styles, 

musical interests, academic and career aims, as well as short- and long-term learning 

objectives they would like to explore and accomplish by the end of semester. For 

instructors, this essay can offer a glimpse into each student’s basic musical background as 

well as each student’s learning styles and career aims, which will help instructors to 

generate more effective course materials and instructional strategies in the process of 

adapting the blueprint for the semester. In addition, it can connect the projected learning 

contents to curricular activities with the hopes of nurturing student’s academic and career 

interests. Form 1 is an example of a questionnaire instructors can consider including with, 

or to generate, the introductory musical self-portrait (Figure 1).  
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Keyboard Skills
 

Musical Self-Portrait 
 

Please answer the following questions in your essay:  
 

1. What does music mean to you?  

2. When and how did your musical journey start?  

3. What made you decide to major in music? 

4. Have you played piano before? How long ago and how was your experience?  

5. What is the best way for you to learn music (your discipline area and piano)? 

6. What are learning goals you have set for this course? 

7. What area(s) of keyboard skills would you like to learn and improve during 
this semester? 

 

8. What are your academic and career goals? 

9. How would you like to implement keyboard skills in your learning and 

teaching in the future? 

10. Any questions regarding this course and requirements?  

Figure 1. Form 1: Musical self-portrait. 
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Diagnostic Test 

A diagnostic test is an essential tool to identify students’ competency in keyboard 

skills at the beginning of the semester. The test is beneficial for both instructors and 

students; instructors will gain a broader understanding of the level of students’ keyboard 

proficiency and effectively select instructional materials that fit their needs. It is 

especially critical for instructors to consider giving this test since the functional keyboard 

skills course is a skill-development course of which the primary purpose is to teach 

nonpiano major music students how to play the piano and implement functional keyboard 

skills into their current learning and future teaching. 

The diagnostic test will guide instructors to construct a practical strategic plan and 

facilitate students to set short- and long-term goals by finding their strengths and 

weaknesses in the beginning of the semester. It will efficiently assist both students and 

instructors in terms of assessing their current standing; for instructors, it will help them 

adjust their already-made course plans and the proficiency level for students. In addition, 

this tool will serve to evaluate the growth in student learning as the semester progresses.  

Some of the benefits of the diagnostic test that the university functional keyboard 

skills instructors will find are that the test facilitates instructors to 

1. Construct strategic plans for all aspects of the course objectives based on each 

student’s musical and career interests. 

2. Understand each student’s musical aptitude and needs in the beginning of the 

semester. 

3. Help the student to set individual learning goals for the course. 
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4. Set goals for the whole class based on the level of each student’s skills and 

needs.  

5. Understand how nonpiano major music students learn to play piano and help 

to strategize instructional approaches based on their learning styles and needs.  

6. Provide practical advice and practice strategies effectively from the beginning 

of the semester. 

7. Evaluate their learning progress throughout the semester and assess their 

musical growth at the end of the semester.  

The test can be designed and modified around the level of course, as most U.S. 

university music programs offer more than two keyboard courses for nonpiano major 

music students. Form 2 is an example of the diagnostic test form for the last sequence of 

the course, where students have already learned the basic learning objectives, which are 

listed on the form (Figure 2). Section A gathers personal information; this section enables 

the instructor to learn each student’s musical interests, including his or her favorite 

musical genre and artist as well as career interests. This information will be used 

effectively when designing class activities and assignments. Instructors will also gain 

knowledge about students’ individual learning styles because music students already have 

established their own ways of musical learning and practicing strategies through their 

previous and ongoing musical training.  

Section B of the form can be administered in various ways. First, students can fill 

out the information through self-assessment. This is an easy way to do the form without 

spending extra time on the first or last day of a semester, especially when the class size is 
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large because more students means a wider range of skill levels. However, this process 

can confuse both students and instructors if there is no adequate guideline of how to 

measure their musical aptitude. Therefore, the instructor can perform this procedure by 

playing short musical samples, providing students an idea of how they can evaluate their 

current musical status and efficiently find their needs at the piano.  

Another way to assist both students and instructors for a more comprehensive and 

thorough examination is to prepare test samples and have students play them in a small 

group setting. Students can find their weaknesses and strengths by playing given short 

musical pieces, and it will enable them to understand the standards their instructor has set 

for the course. 
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Keyboard Skills III

 

A. Personal information 

Name: _____________________________________ 

Major and Year: _____________________________ 

Musical Interest/Artist 

__________________________________________________________________

Career Interest 

__________________________________________________________________

Learning Style – Describe how you learn best. 

__________________________________________________________________

B. Keyboard Skills Information 

Circle the scales that you think you need to improve. 

Scale playing: Major C   Db  D  Db   Eb   E  F   Gb   G   Ab   A   Bb   B 

          Minor   C    C#   D    Eb    E     F    F#   G    G#    A    Bb   B 

Rate your skills in the following areas: 

                                                             Weak                                 Strong 
 Sight-reading               1 2 3 4 5 

  Lead sheet playing  1 2 3 4 5 
  Play by ear   1 2 3 4 5 
  Transposition   1 2 3 4 5 
  Harmonization               1 2 3 4 5 
  Improvisation   1 2 3 4 5 
  Music theory   1 2 3 4 5 
  Music writing/dictation              1 2 3 4 5 
 
Figure 2. Form 2: Keyboard diagnostic test form for the last sequence of the Keyboard 
Skills Level 3 course. 
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Midsemester Self-Evaluation 

Music students engage best when the learning content (choice of repertoire and its 

delivery) is both musically and academically stimulating. Since the functional keyboard 

skills course is required for all music major students whose major is not piano, it is very 

important to keep the class environment musically inspiring by understanding every 

student’s different levels and pace of learning. This is why it is critical for instructors to 

consider having students do a self-evaluation in the midpoint of a semester to find out 

whether students are positively moving forward to achieve their learning goals.  

The midterm assessment will help instructors to close the gap between how 

students learn certain objectives and how the instructor teaches them. This will also make 

instructors critically aware of student learning as well as their own teaching. It will 

enable both parties to address their specific learning and teaching objectives and issues 

and concerns, thus providing students more effective learning strategies. This procedure 

will help students feel that they are an integral part of the learning progress and nurture 

them to become owners of their learning.  

Here are some efficacies of the midterm self-evaluation: 

1. Students can put their overall learning experience into a large scope and 

deeply reflect on their learning.  

2. Students can evaluate if the course content is effectively developed and help 

improve their musical assets. 
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3. Students can assess if the instructional materials generate intellectually and 

musically constructive discovery in the process of making connections to their 

current learning and career aims.  

4. Students can express their concerns or struggles on particular components of 

learning objectives and assignments. 

5. Students can track their progress and reset their learning goals for the 

remainder of the semester.  

             Through this educative assessment, instructors can glimpse the inside of students’ 

overall learning progress as well as evaluate their teaching as follows:  

1. Instructors can learn about each student’s possible struggles or frustrations 

with particular learning components.  

2. Instructors can examine whether current instructional materials or methods are 

effective and efficiently delivered. 

3. Instructors can reconstruct or refine the instructional plan based on students’ 

current standing and needs.  

4. Instructors can help students reset their goals by providing them constructive 

feedback.  

This evaluation procedure can be completed by guiding students to reflect on their 

overall learning experience with specific questions in a short essay. This can also be done 

on an evaluation form consisting of questions on the student’s general learning progress 

and specific components of content, materials, assignments, activities, etc. (see Form 3 in 

Figure 3).  



63 

When the midsemester self-evaluation is completed, it is important for instructors 

to provide constructive feedback to students. The instructor’s positive response and 

practical advice can help students retune their goals for the rest of the semester and 

beyond. Instructors can address common issues or concerns through written feedback. In 

addition, a conversation in a thoughtful and positive manner can help students feel that 

their teachers are interested in their learning, value their perceptions, and understand their 

needs. Also, while the assessment can be done anonymously, students can receive 

assistance directly when names are given. 
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Midsemester Self-Evaluation 
                                        
Your opinion is very important for making our learning experiences meaningful. 
 
Please take time to reflect on your learning progress and all aspects of the course, and answer the 
following questions on separate sheets of paper.  
 

1. Please describe your overall learning experience so far considering the following 

components:  

 Content of the course, materials, assignments, and activities 

 Instructional approach 

 Structure and pacing of the class 

2. What following areas would you like to improve in for the rest of the semester? 

Please be specific about each component:  

 Technical exercises  

 Harmonization 

 Playing by ear 

 Improvisation 

 Sight-reading/playing 

 Other (be specific) 

3. What are some sections we might change so that the course becomes a more 

practical and efficient learning experience for you and class?  

4. What musical areas would you be interested in exploring for the rest of the 

semester and how would you like to see related instruction delivered?  

Figure 3. Form 3: Midsemester self-evaluation form. 
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Final Self-Assessment/Reflective Essay 

	 A final self-evaluation essay is meant to capture students’ overall learning 

experiences throughout the semester. The reflection paper facilitates students to reflect 

upon their learning and evaluate their thoughts and opinions experienced during the 

course. Students can critically describe some musical changes and growth they might 

have discovered in the course of learning and reflect upon their personal experiences 

based on those thoughts.  

Instructors can encourage students to think about how their participation or 

experience in learning certain content and activities helped them musically and 

intellectually. This final assessment is especially beneficial for both students and 

instructors since the setting of the course is unique in several ways. First, instructors can 

gain knowledge on how nonpiano music major students learn the new concept of 

understanding the keyboard instrument as a functional, yet creative musical tool; second, 

instructors can learn about the students’ musical growth in learning, adapting, and 

applying the theoretical knowledge and skills; and third, instructors can learn how 

particular content of the course was effective or needs improvements.  

For students, the assessment can serve as a reflective space, where students can 

critically evaluate their learning experience and look for the way their knowledge and 

skill-sets can be retained, and most importantly, adequately reproduced in a real-life 

teaching setting.  

 Form 4 is an example of a final assessment (Figure 4).  
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Course Evaluation
 

Keyboard Skills 
 
Please take a few moments to answer the following questions, which will be used to assist me in 
improving this course and meeting students’ needs in the future.  
 
1. Please describe your significant learning experiences or thoughts on the University 

Functional Keyboard Skills course before and after you took this class.  
 
 
 
 
 
2. Please describe the skills, including new musical knowledge and abilities, you have 

gained through this class. 
 
 
 
 

 
3. Please comment on class activities, assignments, and methods that you thought were 

effective and/or need improvements.  
 
 
 
 

 
4. Please comment on your significant new musical skills you gained from this course 

and how you are going to retain and apply them in the future.  
 
 
 
 
 
Figure 4. Form 4: Final course evaluation for Functional Keyboard Skills. 
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Building Comprehensive Musicianship 

  In the first sequence of the university functional keyboard skills course, students 

with no or little experience playing the piano learn how to play the instrument from the 

very beginning level. Since keyboard facility may vary from student to student, 

instructors of large classes can consider subgrouping the students into two or three groups 

based on the assessment or diagnostic test performed at the beginning of the semester. 

This grouping will assist instructors to design adequate materials (including exams) and 

instructional approaches that fit the level of each group effectively, while students still 

will be able to achieve and learn the same course objectives. In addition, this may be one 

of the ways to ease the frustration or boredom some students often express over musical 

selections because some repertoire can be either too easy or difficult, or is just not 

musically inspiring or appealing for college students.  

Instructors still can teach the same course objectives through various materials 

that fit the level of skills and musical interests of a student by choosing (or creating) the 

materials carefully. It is also important for instructors to understand that the core purpose 

of the course is to help nonpiano music major students to gain the basic functional 

keyboard skills and to foster them to apply the knowledge and skills in their future 

teaching profession.  

The following section presents some ideas of how instructors can approach 

various course objectives through in-class activities and creative assignments which also 

can be modified and incorporated into diverse musical teaching environments students 

will face in the future.  
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Technical Exercises 

Technical exercises taught in the university functional keyboard skills course, 

such as playing scales, cadences, and arpeggios, help students learn to locate notes and 

play piano music with theoretical understanding by reinforcing the concepts of music 

theory. The exercises provide students many benefits including improvements in (a) 

finger dexterity; (b) hearing, recognizing, and organizing pitches; (c) understanding 

finger patterns and positions; (d) gaining confidence by feeling physically and mentally 

comfortable at the piano; (e) transferring fundamental music principles into playing; and 

(f) ensuring the ideas and skills can be applied in a real-life situation.  

However, getting the students to commit to practice technical exercises is one of 

the big challenges many instructors face. The positive way to motivate students is that 

they acknowledge how critical it is to learn the basic musical elements and develop 

technical skills to expand their musicianship as a music student, performer, and future 

teacher. But, as mentioned in previous chapters, this particular component of the course 

has been criticized as one of the reasons why some students often lose their interest in 

learning piano.  

The reasons students identify regarding the down sides of technical exercises can 

be summarized as follows:  

1. The students do not understand the significant purpose of technical exercises 

in the course. 

2. The students do not find the exercises’ musical connection to their current 

learning and future profession.  
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3. The students feel that playing technical exercises is not musically inspiring 

enough so that they simply do not invest much time practicing.  

4. It is difficult to grasp the new concept of playing the piano by practicing 

technical exercises.  

 The ironic reality, however, is that students admit the fact that they cannot avoid 

using and teaching technical exercises and emphasizing the exercises’ importance to their 

own students one day. More importantly, technical emphasis in the functional keyboard 

skills course should not be lessened, as it is one of critical ways to help students transfer 

their knowledge in music theory on the instrument, as well as to develop proficiency in 

reading and playing piano music. How else can instructors help students improve their 

keyboard skills and further foster them to independently utilize a keyboard as an effective 

teaching tool at the same time?  

Instructors can help students understand that simple technical exercises can serve 

the higher end of teaching in creative and efficient ways. Teaching the benefits and 

practical applications of functional keyboard skills in a diverse music education setting 

enables students to envision connections to their areas of learning and teaching. 

Demonstrations of various applications of integrating technical exercises in ways students 

can utilize in their own future teaching situations will entice students to expand their 

perceptions of functional keyboard skills. 

Instructors can train students that the keyboard instrument can be an efficient and 

creative tool in many facets of music teaching. Therefore, an instructional approach with 

musical examples that can be practically applied will help students learn that the 
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instrument can enhance their teaching by simply providing harmonic and rhythmic 

interest as well as enabling them to play a simplified piano accompaniment.  

But most of all, this challenging subject matter can be resolved with a somewhat 

easier approach than anything else. Students of functional keyboard skills are not 

necessarily required to attain advanced techniques, as the primary role of the keyboard 

instrument for music educators is to serve as a musical medium that aids or expands 

musical learning and teaching in creative ways. This aspect of teaching the class can ease 

possible stress factors or emotional burdens some of students may experience, such as 

when they feel that they must play everything perfectly!  

By providing students a more welcoming learning environment, instructors can 

help them set achievable goals (short- and long-term) and encourage them to take charge 

of their own learning. This approach will entice students to envision themselves as music 

educators and help them to achieve their goals with more solid and specific guidance.  

The instructors’ main goals are multifaceted, and they strive to create an excellent 

learning environment to foster students become musically independent. It is crucial for 

instructors to address what functional keyboard knowledge and skills mean to all 

musicians and music educators so that they can demonstrate the musical connection in a 

way that some of the technical exercises they learn in class can be creatively applied in a 

real-life teaching setting. 

The basic elements and concepts of musical exercises vary by the areas of study. 

In addition, each discipline requires specific ways of practicing and teaching, whether it 

is voice or instruments. For example, music teachers lead warm-up sessions when 
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conducting an instrumental or choral group and teaching in a private studio. One of the 

benefits of attaining piano facility for music teachers is that it assists them to develop a 

variety of exercise pieces that are tailored to the needs of each individual, studio, and 

group. The following section explores how some of technical exercises can be taught to 

serve the primary purpose of the university functional keyboard skills course.  

Scales. The instructional approach with an emphasis on the course’s realistic 

application helps students relate the purpose of the course to learning functional keyboard 

skills. The following examples illustrate that these technical exercise are to benefit 

students’ keyboard proficiency by learning basic techniques and keyboard harmony. 

More importantly, it shows that the exercises can be directly applied to their future 

teaching; once students learn to play scales in unison, they can begin learning to play 

scales in harmonized and improvised form, which can be useful in their future profession 

as music educators. 	

Examples 1 through 4 (Figures 5-8) demonstrate a way of learning and playing 

scales creatively and musically by adding nonharmonic tones and simple chordal 

accompaniment, which is to provide musical essence. Employment of primary I- IV-V 

and V7 triads and its use in the root position that is played predominantly in the 

functional keyboard skills course was minimized in order to make the pieces musically 

appealing for college students. Instructors can accompany students during scale exercises 

and have them learn the accompaniment part for the “role playing.” 

 



72 

 

Figure 5. Example 1: Major scale exercise - beginner level. 
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Figure 6. Example 2: Major scale exercise - intermediate level. 
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Figure 7. Example 3: Major scale exercise – harmonized. 
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Figure 8. Example 4: Major scale exercise with an accompaniment. 
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Example 5 (Figure 9) is another technical exercise which consists of a major scale, 

blocked and broken chords, triads, root position, first and second inversions, and cadence. 

This piece is to help students in the first year in the music theory and the functional 

keyboard course understand theoretical aspects and musically “realize” them on the piano. 

All of the musical examples shown can be used when new major keys are introduced.  
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Figure 9. Example 5: Technical exercise with scale, triads, broken chords, root position, 
inversions, and cadence. 
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The scale exercises shown above can be introduced and taught in various ways. 

First, instructors can use them as an accompaniment while beginning level students learn 

to play a one-octave scale in unison. As students progress, these pieces can also be taught 

for sight-playing purposes before challenging the students to memorize and transpose.  

Musically crafted technical exercises can enable students to hear the essence of 

music and find scale playing more musical and enjoyable. The purpose of these musically 

enhanced scale exercises is to encourage the students to enjoy the process of learning and 

improving their technical facility. In addition, the scale exercises will teach them how 

simple keyboard skills can enhance their future voice and instrumental lessons in creative 

and musical ways.  

The musical knowledge taught in the functional keyboard skills course may need 

to be defined in a way that is more than a checklist of skills students have to learn and 

retain. Even if instructors may think every component of the course objectives seems to 

be necessary for students to achieve their individual success, failure to teach and guide 

further applications of the course content can result in confusion or negative perceptions 

about the course.  

The theoretical function of the scale exercises shown in Examples 6 and 7 

(Figures 10 and 11) is to teach the chromatic third relationship between major keys and 

how it can be applied when a direct modulation occurs. As the semester progresses 

students can learn these pieces to modulate scale exercises (or others) from one key to its 

adjacent key with theoretical understanding. These scale exercise pieces can enable 

students to learn to play chromatic progression, closest position, chords, voicing, and 
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repetitive musical motion/patterns by using similar finger numbers. The following 

examples show students that technical exercise can be enjoyable to practice and can be 

incorporated for its future integration in their own teaching. 

 

 

  

Figure 10. Example 6: Ascending Chromatic thirds exercise No. 1  
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Figure 11. Example 7: Ascending chromatic thirds exercise No. 2. 
 
 



81 

Arpeggios and intervallic playing. While technical exercise is a critical element 

for all music students to develop their technical skills, the practice time can be tedious 

due to its repetitive motions and lack of musical essence. In addition, overemphasis on 

technical exercises in the functional keyboard skills course can lose its purpose if proper 

strategic guidance on its primary purpose is not given.  

Similar to any other technical elements taught in the class, exercises involving 

arpeggios and intervals can help students of the functional keyboard skills course build an 

aural sense of a key/tonal center. They will also learn to make the theoretical connection 

of how each note of the scale functions within a key and how chords and inversions are 

built and create various sounds in music. 

However, some challenges will appear, especially for those who are new to the 

piano, as the piano playing requires a new physical coordination they have not 

experienced with their primary instrument. Students may feel frustrated as their hands 

and fingers may not respond instantly even though they can read notes and recognize how 

the notes are laid out. It is crucial for instructors to understand the challenges students 

face and guide them with patience along with proper instructional materials. 

Arpeggios and intervallic exercises are common in any music learning and 

teaching setting because of their fundamental theoretical importance. Understanding of 

the broad application of these technical exercises used in music education helps students 

recognize its significant purpose and motivates them to invest more time to practice. 

Warm-up exercises that instrumental or choral groups use are often simple drills of scales 

and intervallic playing or singing. Examples 8 to 11 (Figures 12 to 15) of arpeggios and 
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intervallic pieces are to help students of the functional keyboard skills course learn 

technical exercises with musical essence and to help them further integrate it in their 

future teaching.  

 

 
Figure 12. Example 8: Intervallic exercise I. 
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Figure 13. Example 9: Intervallic exercise II. 
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Figure 14. Example 10: Intervallic exercise III. 
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Figure 15. Example 11. Arpeggio exercise I. 
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Creative melodic harmonization. Students of the university functional keyboard 

skills course often find interest and motivation in learning chords and playing harmonies. 

They are excited about producing harmonies, learning to play lead sheet music, and 

accompanying a musical piece. Some students may find this particular learning objective 

more appealing and enjoyable than any other elements in the course, as they are given 

opportunities to play musical pieces in which they may feel pleasure or connections. In 

addition, they may realize that both the theoretical musical knowledge and learning 

objectives of the course are finally connecting and making sense together. By learning 

how to harmonize, students will be able to gain a big sense of accomplishment in the 

course of keyboard study.  

 Learning and teaching harmonization in a functional keyboard skills course can 

be a big challenge for both students and instructors, yet it is widely acknowledged as one 

of the most important and needed areas of functional keyboard skills by music educators. 

Although students gain theoretical knowledge of harmonization/keyboard harmony 

through their music theory courses, they often face a difficult challenge when applying 

their knowledge into a specific musical context, such as reading and playing chords in 

treble and bass clefs simultaneously.  

While harmonizing a melody is to a great degree intuitive, students often rely on 

primary chords and root position when harmonizing a piece on their own. However, by 

helping students connect theoretical knowledge through repertoire with a musically 

inspiring style, students can gain a broader musical understanding. In addition, it is 
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important to help students become fluent in playing chords with both hands as it gives 

them an opportunity to vary accompaniment styles as needed.  

How, then, can instructors of the functional keyboard skills course help students 

gain competency in learning and playing chords? How can they foster students to 

understand more expansive integration of their theoretical knowledge as independent 

musicians? How can they make pedagogical sense, for example, of teaching 

harmonization in a sense of accompanying others in various musical contexts? 

 Students may perceive the purpose of studying harmonization and its musical 

application in a real-life teaching setting differently. For instance, some students may not 

think the opportunity to “accompany” someone will occur due to their lack of 

competency in reading and playing piano music. In that regard, it is important for 

instructors to teach students about the feasibility of various applications of chord-playing, 

which will motivate them to improve their skills.  

Example 12 (Figure 16) is written with the intention to help students apply 

knowledge of the theoretical aspects of blocked chords as well as gain competency in 

their hand placement on the keyboard by playing root position and inversions. If students 

can play the piano with musical dexterity, although it can be in a most simplified form, 

this will help students improve their skills in chord-playing.  

Students can analyze and play the triads while instructor plays the accompaniment 

part at a slow tempo. Once students become proficient at playing the blocked chords, they 

could learn the arpeggio/broken chord accompaniment part. The class also can be divided 
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into two groups, which gives each group an opportunity to accompany the other group. 

This exercise also can be played in various keys to reinforce transposition skills.  
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Figure 16. Example 12: Inversion exercise. 
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Harmonization skills can expand students’ musical ability in various areas such as 

accompanying, improvising, arranging, and composing music. For instance, chord-

playing or chordal-accompanying skills can be applied efficiently when creating simple 

vocal and instrumental warm-up pieces in any pedagogical setting (see Example 13 in 

Figure 17). Technical exercises with harmonic keyboard accompaniment provide a 

musical support that helps students with intonation, articulation, and creating musical 

phrases. Music students, regardless of their age or areas of their study, will find their 

routine warm-up exercises more enjoyable through a simple, yet musical piano 

accompaniment.  

One critical aspect both students and instructors should acknowledge is that the 

practical and realistic way of applying any skills learned in the functional keyboard skills 

course should not be limited to the single facet of learning piano repertoire or piano 

accompaniment. The fruit of “musical realization” at the keyboard will take its place 

when students are able to apply their theoretical knowledge in proper places and choose 

to integrate their skills to musically enhance their learning as well as their future 

pedagogical endeavors.  

Examples 13 and 14 (Figures 17 and 18) illustrate how an instrumental or vocal 

teacher can integrate simple keyboard skills for a warm-up piece that intends to improve 

breathing, tone-color, and musical phrasing. By providing a harmonic interest to 

unaccompanied technical exercises, students will find musical learning more enjoyable 

and musically stimulating.  
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Figure 17. Example 13: “Summer Breeze.” 
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Figure 18. Example 14: “Summer Breeze” chord progression. 
 

 
Curricular activities and materials that appeal to students in their present situation 

as well as their musical aspirations keep them musically stimulated and motivated. The 

musical examples shown in this chapter convey that students of the functional piano class 

should not be expected to reach a high level of piano proficiency to the extent that they 

can “play” piano music. Rather, it is a matter of helping students understand the core 

value of the course as well as guide them into the practical application of functional 

keyboard skills in various teaching settings. Therefore, it is important for instructors to 

create materials and curricular activities that connect to students’ musical knowledge as 

well as expand their perspectives on integrating the keyboard instrument in their 

professional life effectively and creatively. 

Sight Reading and Score Reduction 

 As previously mentioned in Chapter 2, one of most important skills all of the 

graduates of the functional keyboard skills course should possess is the ability to sight 
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read keyboard music. While gaining a new facility and becoming competent in sight 

reading is an ultimate goal for many nonpiano major music students, numerous studies 

pertinent to this topic have revealed that there has been a lack of emphasis on sight 

reading in functional keyboard skills courses.  

Instructors may argue that a lot of class time is, indeed, spent on playing piano 

music to help students learn and improve their keyboard skills. However, researchers 

repeatedly find that the pianistic teaching approach that involves mostly playing or 

memorizing piano repertoire does not effectively serve the primary purpose of a 

functional keyboard skills course. As mentioned in previous chapters, numerous studies 

reveal that the piano literature component was ranked lowest by research participants 

when they were asked to rate important functional keyboard skills among many other 

elements taught in the course. Large numbers of keyboard skills course graduates insist 

that their keyboard training did not help them improve their “functional keyboard skills,” 

and one of the aspects was the technique of “sight reading” at the piano.  

Inarguably, students can develop skills in a variety of musical, technical, and 

theoretical aspects of music by playing various styles of piano music. However, the main 

argument on the “inadequate training process” between instructors and functional 

keyboard skills graduates originated from misunderstanding the perception of the 

course’s goals and its method of delivery. Although spending a majority of class hours to 

learn and play piano repertoire seems to serve its purpose adequately, instructors should 

acknowledge the fact that the critical purpose of teaching a piano piece in this course is to 

help students achieve a wide range of understanding of intellectual and musical 
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integration: (a) how they can effectively learn to play, (b) what they can learn from 

playing a particular piece, and (c) how they can incorporate learned knowledge and skills 

for further use.  

Instructors present piano pieces with many intentions to develop certain skill sets 

for students. As aforementioned, in this course the main focus of teaching piano 

repertoire should not be limited to just improving students’ technical ability to “play.” 

The instructional approach can include developing how students can sight read accurately 

as well as efficiently. For example, instructors can help students improve these skills by 

helping them to find the main structure and repeated patterns before learning to play. 

Once students find a couple of main ideas to focus on, instructors can demonstrate how 

certain sections can be practiced as well as incorporated into other areas of functional 

keyboard skills.  

“April Song” (Example 15 in Figure 19) is a piece through which students can 

learn about blocked chords, inversions, chord progression, and closest hand position in 

the left hand. Helping students understand the left hand part can broaden their musical 

knowledge of how each chord is related to another and how they can be played in closest 

hand position to avoid leaping from one chord to another, using common tones. 
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Figure 19. Example 15: “April Song.” 
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The learning objectives for “April Song” can be expanded as follows. Once 

students fully understand the chord structure and its progression, instructors can reinforce 

the knowledge by teaching a two-handed accompaniment style, through which students 

can recreate the blocked chord accompaniment in the left hand into two-handed style by 

leaving out the melody in the right hand as shown in Example 16 (Figure 20). The class 

can be divided into two groups to play the roles of soloist and accompanist and take turns. 

Instructors also can encourage students to bring instruments or sing to create an 

environment where students can learn and apply pianistic aspects of accompanying skills. 

This skill can be further integrated in an instructional setting where a teacher is in need of 

simplifying a piano accompaniment or arranging a solo piano piece into a vocal or 

instrumental piece with a simple keyboard accompaniment (i.e. arranging a popular tune 

or classical music composed/arranged for solo piano into a vocal/instrumental solo piece 

with piano accompaniment).  
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Figure 20. Example 16: “April Song” in two-handed accompaniment style. 
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Practice Log 

Getting students of the functional keyboard skills course to be motivated to 

practice can be a daunting task for instructors. Some students may complain that they do 

not have time to commit themselves to practice piano regularly because their demanding 

music school curriculum always keeps them busy. Sometimes they struggle to stay 

motivated, especially toward the end of semester, when their performance duty for 

orchestra and chorus reaches to its highest level of stress along with their jury and final 

exams. However, some students may express frustration and lack of motivation when 

clear direction or guidance is not given on what specific things need to be practiced and 

why it is important to retain particular skills.  

While it is important to encourage students to commit to regular exercise, which 

will provide them great benefits of learning and maintaining skills, it is critical for 

instructors to provide structured guidance to help students focus on what specific skills 

need to be reinforced during each week. Understanding students’ limit or capability is 

essential when giving assignments, and it is crucial for instructors to evaluate students’ 

learning progress and provide constructive feedback as often as possible. In addition, 

students will stay motivated and gain competency if their progress is being monitored 

steadily.  

A practice log will also serve students to motivate them to take time to self-

examine their progress step by step, as it will create a reflective space for both student 

and instructor. Form 5 (Figure 21) is an example for students to record their assignments 
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and use as a practice log. This particular form is designed to help students to stay 

motivated to document their practice routine in an organized manner.  
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Keyboard Skills
 

Practice Log 
Name: _____________________________ 
 
Week of _____________________________           
 

Assignments Memo 
1. 
 
 
 

 

2. 
 
 
 

 

3. 
 
 
 

 

 
SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY 
                     

 
 
Week of _____________________________ 
           

Assignments Memo 
1. 
 
 
 

 

2. 
 
 
 

 

3. 
 
 
 

 

 
SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY 
                     

 

Figure 21. Form 5: Practice log form. 
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Implementation of the Piano as a Creative Teaching Tool 

 I believe that one of primary purposes of the university functional keyboard skills 

course is to teach music majors how to utilize a piano in their future music teaching 

professions. As described in the earlier chapters, music education experts have addressed 

that incorporating a keyboard instrument is one of the most creative ways to teach music 

(Lyke, 1968; Spicer, 1992; Young, 2010).  

 While a music teacher’s individual instructional method and preference can be 

varied by his or her training and the unique setting of each class, I believe that the 

implementation of functional keyboard skills can enrich, inspire, and transform the 

experience of those who teach and learn music. Although a piano is extensively used in 

musical instruction, it does not mean that it is the major teaching tool in all instructional 

settings.  

Some people may doubt whether graduates of the course will be able to maintain 

such a high level of keyboard proficiency by the time they enter their career as a music 

teacher. Some of these graduates may feel reluctant to undertake the idea of incorporating 

the instrument due to a low proficiency level. However, one must understand that using 

the instrument as a teaching tool does not always require a high level of technical ability. 

Music teachers who do not possess an advanced level of piano facility still can utilize 

functional keyboard skills effectively.  

Therefore, it is crucial for functional keyboard skills course instructors to 

demonstrate how certain sets of knowledge and skills can be practically and specifically 

applied in music majors’ intended careers. I believe that the students may find it highly 
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beneficial and feel motivated if they realize the importance of the course early on; this 

understanding will entail them to retain their skills throughout and beyond their college 

years.  

How, then, can the course’s instructors effectively guide music majors? In 

addition to fulfilling the requirements of piano proficiency tests, what can be done to 

inspire students to master the piano as a creative teaching medium?  

Instructors can teach practical applications of functional keyboard skills by 

demonstrating how certain elements can be incorporated into a real-life teaching setting. 

For example, an accompaniment played by the instructor during a technical exercise can 

transform the way students perceive and approach their own warm-up routine by 

providing interesting background inspiration (Examples 17 to 19 in Figures 22 to 24). 

Students can be taught to realize how a simple blocked chord accompaniment 

could improve various aspects of musical learning, such as intonation, articulation, tempo, 

and harmonization. In addition, the use of keyboard accompaniment in any music 

instruction helps students to establish and maintain solid pitch by providing a fixed and 

reliable pitch center and a rhythmic pulse to keep time.  
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Figure 22. Example 17: Easy accompaniment style No. 1. 
 
 
 

 

Figure 23. Example 18: Easy accompaniment style No. 2 
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Figure 24. Example 19: Accompaniment style No. 3 
 
 
 

Another effective modeling approach can be implemented when teaching basic 

improvisatory aspects of music. The keyboard instructor can assign music students to 

practice a couple measures of chord progression (Example 14 shown on p. 154) and have 

them create a melody over the sequence as shown in Example 13 (p. 153). While each 

student takes a turn playing his or her original melody, the rest of the class can play the 

chord progression as if they were accompanying a soloist. 

Another effective way to implement a piano is when teaching aural skills, as it is 

an excellent aid to assist all music learners to hear pitches accurately as well as sing or 

play a pitch back immediately. The instrument is also an excellent visual reference when 

teaching and learning intervals and scales.  

Developing play-by-ear skills in any music instruction is crucial, because it helps 

students build a sense of relative pitch, transposition, deep listening skills, and recognize 

various structures in musical composition. Students will have an active listening 
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experience by learning to anticipate song melodies, identify intervals, and recognize 

chord sequence. It will also give them freedom to express the music they hear in their 

head, the ability to remember music better, and stronger improvisational skills. As 

teachers, they can play any musical examples without having to rely on recordings and 

written music, even if it is played in a very simplified manner. 

How, then, can instructors of a keyboard skills course demonstrate this specific 

skill and embed it in their teaching? They can play certain pitches, intervals, or even short 

melodies and have students sing and play them back on their keyboard (Example 20 in 

Figure 25).  
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Figure 25. Example 20: Ear training. 
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Instructors also can play excerpts from well-known classical or nonclassical 

music and encourage students to play the excerpts back after having them practice for a 

few minutes. In addition, they can assign students to listen to their choice of music and 

have them write out certain numbers of measures and play them in the class. This activity 

can be incorporated during the semester as a weekly assignment. For example, it can be a 

four-week project that students would choose their own music to listen to. Instructors can 

have them choose one piece of music to work on throughout the given period of time, or 

let them select music from certain genres and styles for each week.  

Before the assignment is given, it is important for students to be taught musical 

notation and ways of simplifying a melody. For the beginning level course, instructors 

can focus on the accuracy of dictation in terms of pitch and basic melodic structure. 

Students in immediate and advanced levels can start working on adding the chord 

progressions in the bass.  

This drill can be a good starter for developing play-by-ear skills, as it is one of 

very essential elements all music teachers and musicians should possess. Through this 

activity, students will develop critical skills in deep listening, dictation, notation, and 

most of all, writing and playing the music they hear on the piano. Form 6 (Figure 26) is a 

template that will help students keep a record of their dictation assignment for each week.  



108 

Weekly Dictation Assignment 

 

Name: _________________________________________________ 

 Date Title

Composer/Artist 

Genre No. 
of 

measures 

Duration 
of 

working 
time 

1   

 

 

   

2   

 

 

   

3   

 

 

   

4  

 

 

    

 

Figure 26. Form 6: Weekly dictation assignment. 
 

 
These types of expert-modeling curricular activities will encourage students to 

discover that even very limited keyboard skills can be implemented in music instruction 

effectively and creatively. To music teachers, obtaining the ability to use a piano means 
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that they no longer need to heavily rely on recordings and accompaniment tracks. They 

can adjust a tempo to students’ need as well as add harmonic underpinnings and interest 

to exercises and etudes. Especially for brass and woodwind studio teachers, a keyboard 

will provide them a physical rest from having muscle fatigue due to accompanying 

students by playing their instrument.  

Incorporation of functional keyboard skills in a music classroom is absolutely 

doable by music teachers who did not major in piano and have limited keyboard skills. It 

is also very beneficial for music learners as they will be able to engage in activities in a 

more enjoyable manner. For instance, in addition to the basic implementations mentioned 

in this chapter, having an ability to utilize functional keyboard skills can help music 

teachers create a lesson that involves creative storytelling. By using a piano as a “sound 

maker,” teachers can produce their original soundtrack or sound effects for stories in their 

lesson plan. The sound does not necessarily have to be “musical,” it can be any sound 

that expresses any words, feelings, or nonmusical sounds.  

In order to teach students how to implement a piano as a creative sound tool, 

keyboard instructors can have students say a number of character names, nouns, verbs, 

adjectives, and nonmusical sounds (i.e., train approaching, a child running fast on tippy 

toes, gusting wind, thunder) and write them on the board. Then the teacher can have 

students create a short story using the words from the board and create sounds that go 

along with their story line and notate them (combined in a musical or nonmusical way 

such as drawing symbols) on manuscript paper. 
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The significant learning aspiration students will gain from this particular activity 

is complete independence as “creators” of their own musical ideas. Nurturing students to 

expand the imaginative part of their musicality by understanding the sound-making 

process and “realizing” their imagination on the instrument will stimulate the future 

music educators to be more exposed to creative ways of teaching music.  

Peer Teaching Demonstration  

The final step for instructors to hone students’ musical independence is to 

consider including some form of a student teaching demonstration at the end of a 

semester. I believe that it will provide a positive learning experience for students where 

they acquire greater self-esteem as musicians and potential music educators. In addition, 

it will be one of the most effective ways for keyboard students to envision how their 

knowledge and musical skills can be creatively embedded in real-life instruction. Also, 

this curricular activity will give students an opportunity to develop their capability to 

create, monitor, assess, and synthesize their knowledge and skill sets in an organized 

manner.  

Some may question whether students could build a lesson plan or present a short 

teaching demonstration integrating the keyboard instrument by the end of the last 

sequence of functional keyboard courses; however, it can be accomplished easily, yet 

effectively, as “piano-playing” is not the primary purpose of this student teaching 

demonstration.  

Instructors can guide students to create a potential lesson plan in which the piano 

can be used. For example, the instrument can be used to provide harmonic interest while 
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technical exercises are being played, to teach aural skills, to assist students to sing or play 

in tune or in tempo, to teach theory, to accompany, or to add more interest to 

improvisation.  

The purpose of the student teaching demonstration is to illustrate how the 

keyboard instrument can be incorporated in a real-life teaching setting. More importantly, 

it is about learning how students’ acquired skills can be applied in a practical manner, as 

it reinforces that students have gained a particular set of knowledge and abilities and 

teaches them how to adequately and effectively apply it into teaching.  

The teaching demonstration hones critical thinking and problem-solving skills 

that are significant in music students’ lives as future educators as well. The learning 

outcomes from through planning and delivering this activity will nurture students to 

expand their awareness as studio or classroom music teachers and directors. Students will 

also be able to discover different perspectives in musical learning and teaching through 

this activity, as they present and share their ideas by developing a leadership role, sharing 

creative ideas, and exchanging constructive feedback.  

 Instructors can begin this process by helping students construct a lesson plan 

using the template shown in Form 7 (Figure 27). Before the process begins, instructors 

should consider environmental factors, such as the number of students in the class and the 

length of each student’s demonstration. They also need to consider whether a Q&A by 

their peers should follow each demonstration. 
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Lesson Plan Template

 

                  Name of Lesson: ____________________________________ 

                  Name of Teacher: ___________________________________ 

Learning Objectives: 
(Establish goals that the lesson will address.) 

  

  

  

Learning Outcomes: 
(State what specific understanding and skills students will gain through the lesson.) 

  

  

  

Activity: 
(Describe each step of how the learning objectives will be taught through the independent 
activity. Be specific about how a piano will be incorporated.) 
 

  

  

  

  

 
 

Page 1 
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Verification: 
(Describe the steps to assess student understanding and how the learning objectives will be 
reinforced in the next lesson.) 
 

  

  

  

  

Duration of Lesson: 

 

 

Materials: 
(Describe and attach handouts and scores used for the lesson.) 

 

 

 

 

 

 

 

 

 

Page 2 

Figure 27. Form 7: Peer teaching lesson plan template. 
 



114 

As mentioned above, situational factors such as class size and time should be 

carefully considered in the process of planning and delivering this activity. For example, 

an instructor with more than 10 undergraduate students can incorporate this activity by 

assigning them to compose a short piece of music (with approximately 8 to 10 measures) 

for one hand that has a piano accompaniment and use the music as a sight reading or ear 

training piece for the day. The activity can last less than 10 minutes, giving a “student 

teacher” the time of instruction for the prepared piece. Students of small classes of upper-

level undergraduate courses can have a longer instructional time. Each student can 

prepare a 15-minute lesson plan that incorporates his or her area of study or one that 

covers any musical topics using a piano as a teaching tool.  

Instructors of graduate remedial keyboard skills courses can consider this activity 

much more in depth. Since graduate students are already in the music education 

profession as school or studio teachers, instructors can set this idea of a teaching 

demonstration as a student project toward the end of a semester. Students can be given 20 

to 30 minutes of instructional time with a complete lesson plan using the template shown 

in Form 7 (Figure 27).  

Instructors can also consider having two demonstrations, which will allow 

students can design each lesson to be either cohesive or different. Giving students an 

opportunity to prepare two lessons that are interconnected will help them to think 

critically about their planning process, especially regarding instructional strategies. This 

preparation will allow student teachers to deeply consider how to introduce new learning 

objectives in the first lesson and relate them in the following lesson. And they will also 
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see how their “students” learn new information and process and connect the old to new 

information. In addition, this process will allow student teachers to have a reflective time 

to analyze their first lesson based on their own observations and feedback from their 

peers (and their private student for the day) and adjust their instructional strategy in the 

following week. Having two teaching demonstration opportunities can provide additional 

benefit to students, as they will learn and share new ideas from their peers’ teaching and 

feedback.  

Form 8 (Figure 28) is a sample peer feedback form. The form is designed to 

support and offer student teachers constructive comments in three different aspects. First, 

the implementation of instructional strategies used in the lesson will be written out. The 

peer will comment about how the learning objective was delivered by the student teacher, 

such as introducing, explaining, and demonstrating concept to his or her student or class. 

Second, the peer will offer feedback on the interaction between the student teacher and 

learner(s). The peer will share thoughts on the overall flow of the lesson, which the 

student teacher may have missed while focuses during teaching. The last section 

describes how a keyboard was incorporated and how effective it was in the teaching and 

learning. The peer will comment on how the instrument enhanced the lesson content. 

The self-assessment template shown in Form 9 (Figure 29) is to give students a 

reflective space to think deeply about their teaching demonstration(s). Through this 

reflective process, students will take the time to walk through from their planning stage to 

after the lesson’s delivery. This will help them elaborate extensively on how the 
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knowledge and skills learned in the keyboard course helped them make connections in 

learning and teaching.  
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Keyboard Skills  

Feedback on Teaching Demonstration 
 
 

Peer Instructor’s Name: ________________________________________ 
 
Please comment on teaching methods the instructor is using.  

 Instructional Strategies 
 
 
 
 
 
 
 
 
 
 

 Discussion Strategies 
 
 
 
 
 
 
 
 
 
 

 Implementation and Effectiveness of functional keyboard skills in the lesson 
 

 

 

 

Figure 2825. Form 8: Feedback form for peer teaching demonstration. 
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Keyboard Skills 

 
Self-Reflection/Assessment on Peer Teaching Demonstration 

 
Please take a moment to reflect on your teaching demonstration experience and describe 
your lesson plan as follows:  
 
A. Planning Process 
 
    a. The purpose of your lesson  
  
    b. The projected benefits and learning outcomes your student(s) gain through your 
        lesson              
 
    c. The reason for instructional strategies you incorporated in your lesson  
 
    d. The reason and projected benefits of the implementation of functional keyboard  
        skills in your lesson 
 
B. Teaching Process 
 
     a. Important/memorable teaching moment(s) that captured your attention 
 
     b. The status of your emotions and thinking you experienced during teaching 
 
     c. Objective view on your time and classroom management skills 
 
C. Reflection Process 
 
     a. Your overall thoughts on your lesson; student(s)’ reaction, the effectiveness of your 
          lesson objectives  
 
     b. Feedback from your student participant(s) and peers 
 
     c. Describe a type of support (musical/nonmusical) you need for the future 
 
     d. New lesson ideas and instructional strategies you learned from the lesson 
 
Figure 29. Form 9: Self-reflection/assessment on peer teaching demonstration. 
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Student Learning Reflections 

During the past six years of teaching the undergraduate and remedial graduate 

functional keyboard skills courses at George Mason University, I have learned that the 

greatest inspiration came from my students. As I considered the primary purpose of the 

course more carefully, I developed a strong desire to understand students deeply. I was 

curious about their academic goals, learning styles, and their aspirations. However, I 

found some students came to the functional keyboard skills class not knowing what to 

achieve or expect from the course, or simply without much anticipation and motivation; 

they knew they would learn how to “play” the piano, but they hardly knew how the skills 

can be implemented in various ways of musical learning and teaching. They knew how to 

play scales and some pieces of music, but they did not know how the keyboard skills can 

enhance their learning in other courses and be incorporated as a creative teaching tool. 

They did not realize their keyboard skills could be utilized effectively in creative ways. 

An undergraduate, Student 1, reflected on her learning experience in the midterm 

self-assessment as follows:  

My overall experience in Keyboard Skills III has been great. Out of the three 

semesters I have done Keyboard Skills, this has been the one that I have most 

enjoyed due to the creativity that is involved in the class in addition to the variety 

of things we do in class. The variety of things that we do in class (as opposed to 

doing the same repetitive lesson plans every day) makes me look forward to come 

to class every other day. With regards to activities, the professor has us engage in 



120 

creative tasks that allow for the course to be interesting and not consistently the 

same throughout the semester.  

Student 2, who took the remedial graduate class, shared his learning reflections at 

midsemester. He wrote that  

In Keyboard Skills, I have learned more than just the “playing” of the piano. I 

have learned new ways to strategize in preparing for a piece as well as honing 

learning skills I already possess as a trumpeter. I was expecting a class with a 

structure of learning a piece and a scale and performing it the next week. I truly 

can see how applying the piano as a teaching tool can enhance the learning 

experience for the student as well as the effectiveness of the teaching process. I 

can hardly wait to have my own teaching studio and utilize my newly developed 

piano skills in my lessons! 

In the functional keyboard skills class, students learn new ways of solidifying and 

applying knowledge already learned in core music classes. I paid close attention to how 

students engage, develop, and obtain the knowledge learned in those classes and looked 

for effective methods to enhance their learning and to help them to see its practical 

application on the keyboard in various ways. Regarding students’ experience in learning 

technical exercises in my class, they expressed that playing the musically enhanced 

exercise pieces was both helpful and enjoyable. Undergraduate Student 3 said that 

I really like how we read other music and play the accompaniment part and 

everyone can play the bass line to their own skill level. This class focuses a lot 
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more on the practical side of keyboard than any other keyboard classes I have 

taken in the past, which is great.  

And Student 4 shared her experience as follows: 

I enjoy very much the times when she accompanies us on her piano, since the 

interesting harmonies make the pieces even more fun to play. With my violin 

students, I like to be able to play the simple piano accompaniment since it makes 

the lesson and their playing so much more interesting and their learning 

experience is enhanced by the harmony of the piano.  

 Student 5 described her experience in connecting her knowledge in aural skills 

and music theory at the piano in her assessment. She said, “I like the content of the class. 

I think that doing dictations every class is very helpful in not only in this class, but also in 

Aural Skills and theory as well.”  

 Student 6 explained his learning experience in his final reflection as follows:  

This semester in Keyboard Skills III, I think I have made drastic improvements in 

my piano playing. The area I improved the most is in Sight Reading. I now feel 

more confident in my ability to play a chorale score or lead sheet. This semester 

in Keyboard skills I learned to better synthesize my musicianship skills. My 

theory and Aural Skills were crucial in my learning to transcribe, transpose, and 

play a song by ear. I really appreciated this aspect of the class. We learn all these 

skills in music school but we never really learn to put them all together. I also 

loved the incorporation of piano as a teaching tool. We all will teach in some 

capacity as musicians and it was great to start to learn those skills now. 
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Regarding the instructional approach, students pointed out that having a clear 

direction on what should be done in and outside class was effective. Student 7 described 

his experience in his midterm assessment: 

So far, my learning experience has been different from my previous keyboard 

skills classes. In my previous classes, I did not have a weekly assignment sheet to 

remind me to practice every day. The assignment sheet and the assignments were 

helpful to organize what I should practice for next class and the week, as well as 

what I will eventually be tested on.  

Student 8 observed my instructional approach at a very personal level. She 

described that  

The instructional approach in my class is great. The professor smiles, is warm, 

fun, and very welcoming. She is not so lenient as to make us slack, and not so 

difficult as to make the class a terror, but she pushes us just hard enough to the 

point where we can learn and enjoy class. She is very clear, very organized, 

caring, prepared, and very professional at all once. I like the idea of having check-

up Thursdays because it puts just enough pressure on us to learn the technical 

material and it gives me a weekly goal to achieve. I like that the check up [sic] is 

not intimidating since we are not singled out, but rather play in groups, which I 

prefer. It is always clear to ourselves and to the teacher what we need to work on 

after these check-ups.  

Student 9 wrote her view on the course assignments as follows:  
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I really like how the teacher organizes our homework for the weeks on the 

practice log. The assignments are very reasonable (for example, learn 3 more 

harmonized scales). She does not give us a crazy amount of work, but just the 

perfect amount that we can manage and mange WELL during the time that we 

have to learn it. Something that is very, very important to me is that we are 

learning the final exam/jury material early in the semester. I really appreciate this 

as things can quickly get crazy near the end of the semester. This allows me to 

feel better prepared for examinations.  

Student 10 expressed at midsemester that 

I am pleasantly surprised with my progression during the first half of this 

semester. In comparison to previous trials of this course, I feel that the pacing, 

while fast, has been mostly realistic, and I enjoy the amount of different ideas we 

explore throughout each class. Most helpful, I think, is the practice log. It reminds 

the students exactly what it is we need to be practicing while simultaneously 

preventing the professor from assigning us too much to practice at any given time. 

With this, I have been able to focus on what is necessary, rather than attempting 

to juggle something close to ten things every week.  

At my institution, graduate students who do not pass the keyboard competency 

placement test upon admission are assigned to take a remedial keyboard class which does 

not count toward their degree. My graduate students have expressed similar views on the 

course as the undergraduate students quoted above. The graduate students enrolled in the 

class have varied greatly by their major, age, professional experience, and current and 
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future career aims. While there have been students who have recently completed their 

undergraduate degree, most of my graduate students have been in the music profession as 

seasoned performers, private studio teachers, or music educators in public schools. In 

contrast to undergraduate students in the keyboard course, graduate students often come 

to the class with elevated anxiety due to the intervening years they did not play the piano. 

They also have mixed views about the remedial course because they find their previous 

keyboard experience from their undergraduate program was not effective or practical 

enough, which is the primary reason why they have not been able to utilize the skills 

since they graduated.  

Graduate Student 1 described her learning experience in her final reflective essay 

as follows: 

This semester in Keyboard Skills has been the most helpful and realistic piano 

class I have had to date. Coming in, I expected something similar to what I took in 

my undergraduate, and was pleasantly surprised of the different format. Professor 

Yi has given me a better appreciation and understanding for the piano, and how to 

incorporate it into my classroom. I am looking forward to expanding with this in 

the future.  

Student 2 expressed the anxiety she had in the beginning of the semester.  

To say that I was not looking forward to participating in this class would be an 

understatement. Since I finished my very first piano lesson in second grade, the 

piano and I have had a rocky relationship to say the least. My mindset continued 

this way for a couple weeks, until this class pointed out quite clearly all of the 
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advantages to knowing how to play the piano in the world of music education. I 

am extremely motivated to learn how to improve the learning experience I 

provide my private voice students. Suddenly I was motivated to practice piano 

outside of class in a way I had never been before. I started to view it as something 

that I needed to do for my career and my future voice studio.  

 Here is how one student reflected on her past experience in her undergraduate 

keyboard skills course and the graduate remedial keyboard skills course. Student 3 

described, 

Before enrolling in Keyboard Skills, I thought it would be taught like my last 

class, where we were given pieces to play and not told how playing the piano can 

be pertinent in our own disciplines. That method did not inspire me or anyone else 

in the class to practice or maintain skills learned during the semester. But this 

class used knowledge and theory that I already had to show that the piano can be 

used as a tool while teaching, no matter what instrument or class size I ever find 

myself teaching. Because of the class structure, I was able to pick up useful piano 

skills that will be helpful in my teaching and playing careers.  

As discussed earlier, one of the important curricular activities within my graduate 

remedial keyboard course is the peer teaching demonstration. After the midterm, students 

start to learn how the skill sets learned in the class can be integrated in a practical 

manner. Since the graduate remedial course meets once a week for three hours and is 

relatively smaller than the undergraduate classes, the amount of material and pace can be 

quite intense for both students and me at times; however, it allows students to be engaged 
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in a sequential learning environment, where they learn materials that are interrelated and 

evaluate their own learning progress as they connect existing knowledge from the 

“known” to “knowing.”    

It takes a great amount of effort and knowledge to convince nonpiano music 

major students that the keyboard skills they learn in this course actually can be used in a 

real-life instructional setting. They may take the notion as a theoretical aspect at first, yet 

once they see how the “theory” can be formulated and synthesized, they start to see the 

value of the course in an expanded perspective. More importantly, the earlier that 

students see how they can utilize the course skills in a practical manner, the faster they 

become motivated and inspired to learn. As a result, students become more confident and 

eager to integrate their knowledge and skill sets in various ways of learning and teaching.  

In the course’s reflective essay graduate Student 4 describes how the graduate 

remedial keyboard skills course changed her outlook on herself as musician. She wrote 

that  

Although I wouldn’t consider myself a teacher, it’s no longer a matter of lacking 

confidence. The teaching demonstrations really stretch me in some areas. Creating 

the teaching demonstration benefitted me a lot more than I initially thought. I 

learned that I have the ability to make my own practice exercises, and tailor them 

to my personal needs. I can even add accompaniment that stretches beyond simple 

blocked chords. Ultimately, I learned an important lesson from incorporating 

piano into my demonstrations. While I’ve often been able to get by on natural 

talent, this class exposed a lot of my technical and personal shortcomings I think I 
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needed such exposure. A lot of graduate school courses include dense subject 

matters and long discussions, but KB Skills was a place to both learn and let 

loose. Also, the skills we’ve learned in this class are not stagnant or isolated to 

this class. We already use piano on a daily basis and now we can expand the ways 

in which we use them.  

In contrast to Student 4, graduate Student 5 was a general music teacher with five 

years of teaching experience at an elementary school. He described his learning 

experience in his final essay as follows:  

This class showed me how I can use particular keyboard skills to better teach my 

students. I don’t have to be able to play a Beethoven Sonata, as long as I can 

create an interesting accompaniment for my students. I feel more confident and 

willing to look at a piano score to a choral work, identifying how I could feasibly 

perform it. Before, I was not confident enough to even look at the piano parts – 

leaving it for my accompanists to worry about. I am amazed with how much 

easier and more natural it all feels now. It would be nice to be able to play some 

standard keyboard repertoire, however, I feel like the skills I have gained during 

this class can be used to give myself and my students meaningful musical 

experiences. And that is a huge change that has occurred in me.  

Regarding his experience in creating lesson plans, graduate Student 5 looked back 

at the planning stage as following:  

Creating the lesson plans was very easy and second nature to me. Selecting which 

of my lessons to adapt was tricky, as I wanted something that would give the 
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students more context and more fulfillment when experienced with piano. I had 

never considered adding piano accompaniment to the “Cabbage Song” until this 

class. I think it was a good choice as students at this stage are just learning to 

make a proper tone on recorder. Giving the harmonic backing, I believe it gives 

them much-needed support and requires them to play better in tune. It also makes 

them feel safer during the exploration (performing) as it is not just them playing a 

solo to a silent room full of peers. I thought the teaching demonstration was very 

worth-while [sic] and truly something I will use in the future. As we discussed in 

class, the accompaniment does give the students context, support and will hold 

their attention better.  

Student 6 had an undergraduate degree in music education, but her career was 

focused on performing since she graduated. She started teaching private students on a 

more regular basis when she took the graduate remedial keyboard skills course. Her 

reflection on her planning procedure for the teaching demonstrations describes how a 

flute teacher with a very limited keyboard competency integrates her skills in a teaching 

setting. She wrote that 

The teaching demonstrations were so helpful; I have had to make lesson plans 

before, but for people who haven’t, it’s a great opportunity to start building ideas 

for how to use piano skills in the classroom or in private lessons. It was really 

good to get feedback on my teaching style and on the lessons I had put together. I 

plan to use my new skills in lessons with older students to help them prepare for 

recitals or auditions by playing the piano. This would add depth to the lesson and 
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allow the students to practice ensemble playing. Often when an instrumental 

student prepares a repertoire for an audition, they don’t know what the 

accompaniment sounds like before their first rehearsal with a pianist. If I played 

the piano with them during lessons, even if it was a very simplified version, this 

would give them a harmonic background and a melodic structure. For younger 

students, I will apply the harmonized scales and patterns to help with scales, long 

tones, articulation, and warm up [sic] exercises at first, and then eventually when 

the student begins to play more complicated pieces, I can play some 

accompaniment for them. For children who are in band at school, a lot of the time 

the concept of small ensemble playing is not taught or nurtured. Usually I would 

accomplish this idea of chamber music by playing duets with the student, but by 

playing piano. I can talk while playing and have the student echo me. Piano also 

gives the student a different timbre to blend with, allowing them to hear how to fit 

the parts together.  

 Student 7 was a professional performer for several decades and he was assigned 

to take the remedial graduate skills course in his first semester. Quite similarly to other 

students mentioned previously, his experience in the graduate keyboard skills course was 

quite different from his former piano training. He described his teaching demonstration 

experience as follows: 

What a fabulous experience it was to develop two lesson plans using the keyboard 

as a viable teaching tool and implement them into teaching demonstrations! 

Having never designed a formal lesson plan, I was initially nervous at the task, 
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but the nerves soon gave way to inspiration. In my experience, the use of a 

keyboard in trumpet lessons has not been a common practice so I had no 

preconceived ideas to influence my ideas. In thinking of what type of lesson plan 

to develop, I focused on exercises I use in teaching that could benefit from a fixed 

and reliable pitch center provided by the keyboard. Additionally, I discovered that 

using a keyboard as a tool in teaching trumpet lessons allows me another option to 

provide a pitch center. This causes less muscle fatigue for me because now, I 

don’t have to accompany students by always using the trumpet as the 

accompanying instrument.  

These excerpts from feedback on the same course forms as described in this 

research show that students’ learning experiences become more meaningful and 

productive when instructional materials are presented with a clear direction. Students 

learn best by observing, reasoning, questioning, and solving problems on their own. To 

some students, the functional keyboard skills course could be a typical “piano class” 

designed for nonpiano music majors; however, this subject can offer so much beyond 

learning how to play an instrument.  
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CHAPTER FIVE. CONCLUSION 

 Musical learning involves more than singing, playing an instrument, or studying 

music history and theory. It requires a high level of metaperceptive experience and 

training, which enables a learner to be deeply engaged in acquiring a broader sense of 

understanding through many aspects of musical and intellectual stimuli. The purpose of 

higher education is to nurture students to gain intellectual awareness and integrate its 

practical aspects into their field of study. Music students expand their musical knowledge 

and skill sets across the program’s curriculum, the purpose of which is to educate learners 

to become professionals with comprehensive musicianship.  

 One of the courses that offers both knowledge and practical skill sets in the 

university music curriculum is the functional keyboard skills course, which is a piano 

instruction class designed to help nonpiano music majors increase musical understanding. 

The course provides many benefits for students, and helps to reinforce and solidify 

concepts of theoretical and analytical knowledge taught in music courses such as music 

theory and aural skills in a new dimension. As numerous studies indicate, employing the 

versatility of the keyboard instrument in learning music theory is both efficient and 

effective, as it offers visual, auditory, and tactile experiences simultaneously (Servias, 

2010; Trantham, 1970; Woodman, 1972). In addition, music education experts claim that 

piano competency is crucial for music educators, and often times, it is one of the 
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determining factors in being selected for a job (Bobetsky, 2004; Richards, 1961; Slattery, 

2006). According to Bobetsky (2004), piano proficiency is a critical “survival tool” for 

music teachers because regardless of their primary instrument, candidates who possess 

keyboard skills in addition to superiority in their area of teaching will be more favorably 

considered for a teaching position (p. 37). 

However, despite the significant values of keyboard proficiency in musical 

learning and teaching, the university functional keyboard skills course has been criticized 

by music school graduates, educators, and scholars for decades. Researchers point out 

three major problems with the course. First, there is a lack of understanding on the 

primary purpose of the course: it is often performance-driven, so that the emphasis of the 

course content is on learning/memorizing the piano repertoire and technical exercises 

without a proper understanding and synthesis of the content in a practical manner (Fisher, 

2006; Hamel, 2000; Kim, 1997; Spicer, 1992). Second, often the instructors lack the 

knowledge and effective instructional materials to serve the primary purpose of the 

course (Amoriello, 2010; Bull, 1969; Chin, 2002; Graff, 1984; Johnson, 1987; Lyke, 

1968). Third, implementation focuses on using the functional keyboard skills in a real-life 

pedagogical setting: Students may learn how to “play” the piano, yet they do not learn 

how their keyboard knowledge and skills can be incorporated in their current musical 

learning and future as a music professional (Ballantyne, 2006; Dolloff, 1999; Hallbauer, 

2009; Kostka, 1997; Servias, 2010; Skroch, 1991). 

For many years, there has been much discussion among music education 

researchers concerning what is important in the course’s contents and objectives 
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(Buchannan, 1964; Christensen, 2000; Larson, 2007; Locke, 1984; Lyke, 1968; March, 

1988; Slattery, 2006; Wells, 1986; Young, 2010). Learning objectives included in 

proficiency requirements are: major and minor scale playing, harmonization, sight 

reading, improvisation, transposition, piano repertoire, harmonic progression, and some 

folk or patriotic songs. Gaining piano proficiency requires mastery of various sets of skill 

that it is an intricate task to determine which specific skill is the most important. In 

addition, considering the innumerable skills necessary to reach a certain level of 

proficiency in a few semesters, it is challenging for instructors to identify what primary 

elements should be dealt with in depth. It is also difficult for students to reach a satisfying 

level of piano competency if the instructional materials and curricular activities are 

presented in a way that learners cannot find intellectual and musical relevance or 

connection with their current learning and future profession.  

Another difficult reality that follows the problems mentioned above is retention 

after the proficiency test at the end of course sequence (Hines, 1994; Mauricio, 2009). In 

a study assessing the retention of functional keyboard skills course students, Mauricio 

(2009) indicates that “if students are not taught in a way to encourage retention, those 

practical skills may not be used effectively outside the classroom setting” (p. 1). She was 

concerned that since the course sequence is usually taken early in a student’s academic 

career, the gap between the completion of the course and the time for its practical 

application in a professional career may have an impact on the retention of the skills 

earned in the class. Her study indicates that the participants showed greater retention in 
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the skills they perceived as (a) important, (b) could still play, and (c) ones they would use 

in teaching. 

An appraisal of the related literature substantiates that the university functional 

keyboard course is an integral part for music majors. However, numerous studies 

pertinent to the subject found that the course is structured with rather dysfunctional 

elements (Chin, 2002; Clarfield, 2004; Kim, 1997; Spicer, 1992). The researchers point 

out that the learning objectives, materials, and instructional approach of the course are 

not closely tied with the real-life learning and teaching activities. And they claim that 

some instructional materials were irrelevant to serve the purpose of the course and the 

learning contents have not been presented the way in which students can see the potential 

application of the knowledge and skill sets taught in the class.  

 Graff’s study (1988) on the analysis of thirteen keyboard skills textbooks in 

accordance with her survey of music educators indicates that the materials used in the 

university functional keyboard skills course should pertain contents used in actual 

teaching situations and should be presented in a progressive order of difficulty. She has 

found that no textbook satisfactorily covers the demands of practicing music educators 

because the textbooks she examined did not necessarily emphasize the functional 

keyboard skills extensively. 

Although Graff’s research was conducted in 1988, the problems within the 

selection of teaching materials remain. Music education experts and researchers in recent 

years still point out that the course materials should meet the requirements felt to be 

significant by music students and teachers (Amoriello, 2010; Christensen, 2000; Larson, 
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2007; Lindsay, 2006; Mauricio, 2009). They suggest that instructors must provide 

supplementary materials that assist students with areas not covered by textbooks of their 

choice. Graff summarizes researchers’ notion on textbooks and its presentation as 

follows, 

Neglect of functional skills might be partially due to the lack of organization and 

utilization of accessible material, or to the fact that many teachers of functional 

class piano courses are neither interested nor qualified to teach in this area. (p. 

106) 

Research studies pertinent to student success and retention in attaining keyboard 

competency draw critical attention to the prioritization and delivery of contents as well as 

the instructional method implemented in the university functional keyboard skills course. 

Lyke’s research (1968) suggests that most instructors of functional keyboard skills 

courses have been trained in the area of applied music rather than in music education; he 

explains,  

The problem of training the class piano specialist for college teaching is acute. Far 

too few schools offer specialized work in this area and the supply of teachers has 

not kept pace with the tremendous expansion of class piano programs in the 

college. (p. 6) 

Concerning the lack of adequate qualification for keyboard skills instructors, 

Johnson (1987) and March (1988) observed that there is disagreement among applied 

music teachers and music educators in regard to the keyboard skills that should be 

focused on in the course. Johnson (1987) points out that a large number of group piano 
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instructors have a great tendency to focus on traditional artistic skills versus functional 

skills. The researcher claims that “teachers who minimize the importance of functional 

skills in group piano classes may fail to train their students properly in such functional 

skills” (p. 6). March (1988) found a difference in perception on the importance of a 

functional skills course between college music instructors and public music educators. 

She stated, “The college instructors may not understand the functional piano needs of the 

school music teachers” (p. 118).  

Chin’s study (2002), which profiles university keyboard skills instructors, 

supports this notion; her research indicates that a greater percentage of the respondents 

emphasized piano repertoire than those in a similar study conducted 10 years prior to her 

research. She also found that a high proportion of the instructors did not implement 

“multi-dimensional modes of instruction or group dynamics” (ii). She further affirmed, 

“It is very important that class piano instructors realize the needs of their students in 

order that students are taught the appropriate skills relevant to their professional 

expectations” (p. 11).  

The establishment of keyboard proficiency standards by National Association of 

Schools of Music (NASM) has contributed to the significant growth of the university 

functional keyboard course, and it has long been a topic of discussion among music 

educators, researchers, and piano pedagogues. However, while numerous research studies 

related to the course have been focused on the problems, important skills, instructor 

qualifications, and instructional methods within the course, the practical aspect of 
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curricular activities and the collaboration of the functional application of keyboard skills 

in real-life pedagogical settings has not received much attention in the research. 

Recommendations 

Many researchers expressed concerns on the performance-driven learning 

environment due to the majority of class time and assignments being focused on learning 

piano repertoire and exercises. But it is impossible to lessen the value of this component 

because it is a critical element when learning an instrument.  

However, I view this “problem” in a different perspective—a rather positive way. 

Success depends on how instructors present learning materials and demonstrate curricular 

activities. The students’ learning experience in the keyboard lab should not be limited to 

learning “how to play,” because intellectual stimulation must follow as they learn to play 

the instrument. Students can gain a broader sense of understanding and musicianship 

when the learning contents are demonstrated with the following questions:  

1. What is important when playing a piece and learning new skills? 

2. Why is it important? 

3. How can new knowledge and skills be connected with previous ones and 

related to current learning?  

4. How can one transfer the knowledge and skills and implement them in real-

life instructional settings? 

Any learning experience can be successful if students learn materials in multiple 

dimensions. So far, researchers have pointed out that most music graduates leave the 

university feeling dissatisfied and incompetent in their keyboard proficiency (Ballantyne, 
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2006; Clarfield, 2004; Tollefson, 2001). Again, the aim of the university functional 

keyboard skills course is to help nonpiano majors earn functional musical skills at the 

keyboard and envision their identity as music teachers equipped with a creative teaching 

tool. It is difficult to train all students to achieve a high level of keyboard proficiency in 

every criterion; however, when their learning experience is enhanced with a holistic 

instructional approach and positive learning environment, students’ overall keyboard 

experience in and out of the classroom will become deep and meaningful.  

There seems to be no single or simple solution to the stigma the university 

functional keyboard skills course has had over the years. Although some researchers have 

suggested that different keyboard courses should be offered in accordance with various 

fields of study (discipline), this seems rather idealistic, not realistic, due to many conflicts 

in the higher education curriculum.  

The resolution to this long-term problem could be as simple as redirecting 

keyboard instructors’ perceptions on teaching the course. Instructors can enhance student 

learning by: (a) understanding each student in terms of musical background, learning 

style, pace, and progress; (b) identifying each student’s needs in terms of their short- and 

long-term goals while taking the course and their academic and career aims; (c) 

presenting and demonstrating materials in a way students can adapt, value, and 

implement during their years in university and beyond; and (d) being current in the field: 

collaborating with music faculty in music education, pedagogy, aural skills, and music 

theory in order to implement keyboard skills concepts simultaneously and attending 
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professional development programs to broaden their understanding in college teaching 

and learning.  

The aim of this dissertation is to help instructors of the university functional 

keyboard skills course, especially those who just have started teaching and are seeking 

practical assistance in regard to its contents and curricular activities. The purpose of this 

study was to identify the long-existing problems within the course and to reconstruct the 

instructional design by offering pedagogical input; the rationale behind the musical 

samples and activities discussed in this document is to guide instructors to explore how 

certain musical pieces can be taught to improve students’ sight reading and playing 

skills—as well as implement them in their current learning and future endeavors such as 

teaching their own music classes (see Appendix A for all of the sample forms, and 

Appendix B for all of the sample exercises). In addition, it is hoped that this dissertation 

will encourage instructors to write musical exercises to accommodate student learning of 

theoretical concepts in music as well as its practical incorporations in real-life teaching 

situations.  

One of the research aspects that has been missing from previous studies related to 

this topic is the practical solution to the course’s problem. Without such a drastic measure 

to transform the contents of the current functional keyboard skills course methods of 

instruction, the instructor’s holistic approach to each of the course materials and students 

cannot enable the university functional keyboard skills course to cultivate its prime 

purpose. It is critical for instructors to pursue musical and scholastic endeavors to teach 

students to attain competency at the keyboard. The significant undertaking of this 
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progress can begin with the instructor’s efforts to achieve a deep understanding of how 

each student can effectively and successfully achieve their individual academic and 

career goals, through their degree program, in this course. Without a proper 

understanding of students’ musical past, present, and future, the course will remain in its 

problematic past.  

Effective learning outcomes are deeply rooted in understanding students and their 

learning processes in depth. Without proper knowledge and innovative pedagogical 

thinking, one cannot expect positive learning experiences, growth, and change in the 

university functional keyboard skills course. I believe that there will be significant and 

meaningful learning outcomes when the focus of the course is shifted to practical 

application of the course’s knowledge and skill sets, and as a result, the course will 

generate an enjoyable learning experience for all who study music.  
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APPENDIX A. FORMS 
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Keyboard Skills
 

Musical Self-Portrait 
 

Please answer the following questions in your essay:  
 

1. What does music mean to you?  

2. When and how did your musical journey start?  

3. What made you decide to major in music? 

4. Have you played piano before? How long ago and how was your experience?  

5. What is the best way for you to learn music (your discipline area and piano)? 

6. What are learning goals you have set for this course? 

7. What area(s) of keyboard skills would you like to learn and improve during 
this semester? 

 

8. What are your academic and career goals? 

9. How would you like to implement keyboard skills in your learning and 

teaching in the future? 

10. Any questions regarding this course and requirements?  

Figure A1. Form 1: Musical self-portrait. 
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Keyboard Skills III

 

A. Personal information 

Name: _____________________________________ 

Major and Year: _____________________________ 

Musical Interest/Artist 

__________________________________________________________________

Career Interest 

__________________________________________________________________

Learning Style – Describe how you learn best. 

__________________________________________________________________

B. Keyboard Skills Information 

Circle the scales that you think you need to improve. 

Scale playing: Major C   Db  D  Db   Eb   E  F   Gb   G   Ab   A   Bb   B 

          Minor   C    C#   D    Eb    E     F    F#   G    G#    A      Bb   B 

Rate your skills in the following areas: 

                                                             Weak                                 Strong 
 Sight-reading               1 2 3 4 5 

  Lead sheet playing  1 2 3 4 5 
  Play by ear   1 2 3 4 5 
  Transposition   1 2 3 4 5 
  Harmonization               1 2 3 4 5 
  Improvisation   1 2 3 4 5 
  Music theory   1 2 3 4 5 
  Music writing/dictation  1           2 3 4 5 
 
Figure A2. Form 2: Keyboard diagnostic test form for the last sequence of the Keyboard 
Skills Level 3 course. 
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Midsemester Self-Evaluation 
                                        
Your opinion is very important for making our learning experiences meaningful. 
 
Please take time to reflect on your learning progress and all aspects of the course, and answer the 
following questions on separate sheets of paper.  
 

1. Please describe your overall learning experience so far considering the following 

components:  

 Content of the course, materials, assignments, and activities 

 Instructional approach 

 Structure and pacing of the class 

2. What following areas would you like to improve in for the rest of the semester? 

Please be specific about each component:  

 Technical exercises  

 Harmonization 

 Playing by ear 

 Improvisation 

 Sight-reading/playing 

 Other (be specific) 

3. What are some sections we might change so that the course becomes a more 

practical and efficient learning experience for you and the class?  

4. What musical areas would you be interested in exploring for the rest of the 

semester and how would you like to see related instruction delivered?  

Figure A3. Form 3: Midsemester self-evaluation form. 
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Course Evaluation
 

Keyboard Skills 
 
Please take a few moments to answer the following questions, which will be used to assist me in 
improving this course and meeting students’ needs in the future.  
 
1. Please describe your significant learning experiences or thoughts on the University 

Functional Keyboard Skills course before and after you took this class.  
 
 
 
 
 
2. Please describe the skills, including new musical knowledge and abilities, you have 

gained through this class. 
 
 
 
 

 
3. Please comment on class activities, assignments, and methods that you thought were 

effective and/or need improvements.  
 
 
 
 

 
4. Please comment on your significant new musical skills you gained from this course 

and how you are going to retain and apply them in the future.  
 
 
 
 
 
Figure A4. Form 4: Final course evaluation for Functional Keyboard Skills. 
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Keyboard Skills
 

Practice Log 
Name: _____________________________ 
 
Week of _____________________________           
 

Assignments Memo 
1. 
 
 
 

 

2. 
 
 
 

 

3. 
 
 
 

 

 
SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY 
                     

 
 
Week of _____________________________ 
           

Assignments Memo 
1. 
 
 
 

 

2. 
 
 
 

 

3. 
 
 
 

 

 
SUNDAY MONDAY TUESDAY WEDNESDAY THURSDAY FRIDAY SATURDAY 
                     

 

Figure A5. Form 5: Practice log form. 
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Weekly Dictation Assignment 

 

Name: _________________________________________________ 

 Date Title

Composer/Artist 

Genre No. 
of 

measures 

Duration 
of 

working 
time 

1   

 

 

   

2   

 

 

   

3   

 

 

   

4  

 

 

    

 

Figure A6. Form 6: Weekly dictation assignment. 
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Lesson Plan Template

 

                  Name of Lesson: ____________________________________ 

                  Name of Teacher: ___________________________________ 

Learning Objectives: 
(Establish goals that the lesson will address.) 

  

  

  

Learning Outcomes: 
(State what specific understanding and skills students will gain through the lesson.) 

  

  

  

Activity: 
(Describe each step of how the learning objectives will be taught through the independent 
activity. Be specific about how a piano will be incorporated.) 
 

  

  

  

  

 
 

Page 1 
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Verification: 
(Describe the steps to assess student understanding and how the learning objectives will be 
reinforced in the next lesson.) 
 

  

  

  

  

Duration of Lesson: 

 

 

Materials: 
(Describe and attach handouts and scores used for the lesson.) 

 

 

 

 

 

 

 

 

 

Page 2 
Figure A7. Form 7: Peer teaching lesson plan template. 
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Keyboard Skills  

Feedback on Teaching Demonstration 
 
 

Peer Instructor’s Name: ________________________________________ 
 
Please comment on teaching methods the instructor is using.  

 Instructional Strategies 
 
 
 
 
 
 
 
 
 
 

 Discussion Strategies 
 
 
 
 
 
 
 
 
 
 

 Implementation and Effectiveness of functional keyboard skills in the lesson 
 
 
 
 
 
 
 
 

 
Figure A8. Form 8: Feedback form for peer teaching demonstration. 
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Keyboard Skills 
 

Self-Reflection/Assessment on Peer Teaching Demonstration 
 
Please take a moment to reflect on your teaching demonstration experience and describe 
your lesson plan as follows:  
 
A. Planning Process 
 
    a. The purpose of your lesson  
  
    b. The projected benefits and learning outcomes your student(s) gain through your 
        lesson              
 
    c. The reason for instructional strategies you incorporated in your lesson  
 
    d. The reason and projected benefits of the implementation of functional keyboard  
        skills in your lesson 
 
B. Teaching Process 
 
     a. Important/memorable teaching moment(s) that captured your attention 
 
     b. The status of your emotions and thinking you experienced during teaching 
 
     c. Objective view on your time and classroom management skills 
 
C. Reflection Process 
 
     a. Your overall thoughts on your lesson; student(s)’ reaction, the effectiveness of your 
          lesson objectives  
 
     b. Feedback from your student participant(s) and peers 
 
     c. Describe a type of support (musical/nonmusical) you need for the future 
 
     d. New lesson ideas and instructional strategies you learned from the lesson 
 

Figure A9. Form 9: Self-reflection/assessment on peer teaching demonstration. 
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APPENDIX B. EXAMPLES 
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Figure B1. Example 1: Major scale exercise - beginner level. 
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Figure B2. Example 2: Major scale exercise - intermediate level. 

 



155 

 

 
Figure B3. Example 3: Major scale exercise – harmonized. 
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Figure B4. Example 4: Major scale exercise with an accompaniment. 
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Figure B5. Example 5: Technical exercise with scale, triads, broken chords, root position, 
inversions, and cadence. 
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Figure B6. Example 6: Ascending chromatic thirds exercise No. 1. 
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Figure B7. Example 7: Ascending chromatic thirds exercise No. 2. 
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Figure B8. Example 8: Intervallic exercise I. 
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Figure B9. Example 9: Intervallic exercise II. 
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Figure B10. Example 10: Intervallic exercise III  
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Figure B11. Example 11: Arpeggio exercise I. 
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Figure B12. Example 12: Inversion exercise. 
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Figure B13. Example 13: “Summer Breeze.” 
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Figure B14. Example 14: “Summer Breeze” chord progression. 
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Figure B15. Example 15: “April Song.” 
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Figure B16. Example 16: “April Song” in two-handed accompaniment style. 
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Figure B17. Example 17: Easy accompaniment style No. 1. 
 
 
 

 

Figure B18. Example 18: Easy accompaniment style No. 2 
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Figure B19. Example 19: Accompaniment style No. 3 
 
 
 

 

Figure B20. Example 20: “Summer Breeze” chord progression. 
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Figure B21. Example 21: “Summer Breeze” melody over the sequence. 
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Figure B22. Example 22: Ear training. 
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