Beginner's Book on Playing the Piano
Piano For Beginners
Chapter 1:
Let's start off this first chapter by introducing piano in
the simplest of terms. Before we get to what notes
are, we first have to analyze sound. For this, it is best
to have a keyboard in front of you. For this exercise, I
will ask that you press a random series of keys on the
keyboard and from there we will discover what we've
come up with.
Misconceptions and Ways to Learn the piano
There are a lot of misconceptions and opinions about
how a student should learn piano. There are two main
ways to learn piano. They are respectively:
1. Learning by ear (this is with no music in front of
you). This is the way some beginners feel best
if they already have an ear for it.
2. Learning piano by the score. In other words,
these piano players have to play from a piece
of sheet music that is on the keyboard in front
of them. Most piano players who start out learn
it this way. There is not anything wrong with
either way of learning the instrument, but there
could be complications if both methods aren't
used at one point or another in the stage of
their piano playing period of time.
It is by fortune and design, important that both
methods are developed because it comes back to
attaining a musical ear. Being able to capture the
sound of a piece or pieces while reading it on the
piano is key to mastering the piano, especially when
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the level of repertoire (music) gets more difficult. As
the material gets more difficult, the musical ear helps
you recognize sounds and matches them with similar
structures (i.e. what notes, chords, and clusters look
like)
1.!
Press any key on the keyboard.
2. !
Go up one key from that. Press it. You'll see
that a sound or a pitch come out of it.
3. Combine the two notes together. Youʼll get a rather
mixed sound out of it. Repeat this exercise a key or
two up. Youʼll get the same result with two different
pitches from the ones you pressed before.
4. Keep doing this by hopping up note after note,
pressing two notes at a time. You will see later that
these form fascinating combinations of sound and
that most music uses these elements.
5. When comfortable, pick two keys that have one key
in between them that is not pressed. Notice what
sound that makes. Notice that the sound is close,
but not close enough to be clashing. If you still have
picked two notes that are clashing to your ears, you
have picked the same combination as was listed in
the last instruction. This new combination should
have a sweet sound that resonates with your ears.
It should possibly bring a smile to your face or
sound happy sounding.
6. Do the same skipping exercise that you did in the
fourth step, still picking out two-note combinations
that resonate with your ear that have one note in
between the two notes that is not played. Go up
until the top half of the piano ends. Go down until
the bottom half of the piano ends.
7. For this exercise, take your hand and form a three
note pattern with two spots where there are one
note in between the notes that you're playing. Make
your three note combination so there are two notes
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that are skipped. You will find that you are split a
fifth apart. If you are confused, pick your starting
note. From that note, count to five while moving
your finger upward skipping a note or two in
between on the way up. If it's done right, you
should be skipping one note with every note you
are about to press. This would be best done if you
stuck to all white keys on the piano. Pick the key of
C or any all white key for instance. Press the first
key you pick. From there, go up one step. Then, go
up another step. With one finger still pressed on the
first all-white note you picked, take your index
finger and press the key that you land on after
you've skipped two steps. You will find as you did in
the previous exercise putting together sweet thirds
that you are doing this again. Although, you are
going to go one step further. Once you put your
fingers on the two keys that make up the thirds we
talked about earlier, count to five again and then
put your pinky finger on the note you would call
five. You are then stretched a fifth again. Press
down the note called five. Then, put your thirds and
your fifth together. Press down all three keys where
your fingers are placed. You will recognize that you
are playing a harmony structure that later will be
defined as a chord. Repeat what you just played.
Let it all sink in. Try to go up two steps and repeat
what you just did. Go up two more steps and
repeat. Soon, you would have just played what is
called a scale of chords. This will be discussed
later.
8. Pick any key. Press whatever key you pick. Then
count to eight from that key that you picked while
going up one note at a time. You will notice later
that you have just gone up a scale or mode.
Typically, when doing this exercise, you end up
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going up on a mode (Modes discussed in the
Scales chapter, Chapter 5). Thatʼs okay. Thereʼs
going to be a lot of revealing going on in this
chapter.
9. Pick another key. This time, youʼre going to count to
eight and stretch out your hand so that your pinky
or little finger is on the key that sounds like the key
you started on. Only it is eight steps higher than the
starting note that was pressed. Play both notes the
way your hands are spread on the piano. Youʼve
just played an octave stretch.
10. For this final exercise, take your hands across the
formations you have just studied. Pick one of the
previous exercises. Practice it a few times. Then,
stop. Using the exercise that you chose, play the
exercise to a point that you will specify and then
stop. Wherever you are, play the particular keys
that you stopped on. Set a steady time for yourself
by saying, "Tick, tick, tick, tick. Keep the ticking
going. Then, while keeping time, play your thirds or
your harmonies that you found in the previous
exercise that you chose. Let's say you picked the
harmonies that you found using step seven. Go
back into the positions that you were in during that
exercise. Play this same harmony over and over to
your ticking time that you're keeping. You have just
found rhythm. Vary it up and play your harmonies
twice as fast as your ticking is going. All of this is
rhythm-based.
The surprising results that you don't even know yet is
that you have just did a full discovery of many of the
most important elements in piano music. One of them
is that you have uncovered what are called intervals
(we discuss this in a later chapter). The other thing
that you have managed to uncover is the basic
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elements to what will later frame chords (later on in
our discovery of the musical language in Chapter 6).
You have come down the path into Music Town and
have discovered the basics of what music is
You have come into the portal of the musical
landscape by ear whether or not you realize it. Some
people do start teaching themselves by ear or sound
alone. Some learn by sight reading (covered in
Chapters 2 through 9).
There are many other exercises (some of them
covered in this book) that will help you to learn to play
the piano via the musical language and sight reading.
But, if you take the instructions in this first chapter by
counting to a certain number as you play up and
down the keyboard, you will soon find that you are
learning many of the very things taught in this book
and by others that present the language of music to
you in a more tactile and written format, which is how
most people learn music.
Normally people who teach themselves by ear like
this end up being more improvisational musicians. In
its own, it's a good thing to have that skill. Not having
the ability to circumnavigate the keyboard by ear will
make it so you are less likely to be able to mask
mistakes effectively and take cues from other
musicians who may or may not be adept at reading
music on a page.
Another thing about learning piano by ear and
improvisation is that you can pick up music from all
kinds of different artists, whether they are classically
trained or not by sound alone. It's a beautiful thing. It
happens with some people that if they listen to
something long enough, they will be able to pick out
more and more elements, such as instrumental
breaks, certain popular piano riffs and other piano
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stylings and be able to play them with astonishing
accuracy if you practice long enough. One interesting
thing in the history of music was that sheet music
didn't always exist. In times before written notation
was established, music was passed down largely
through the aural tradition. People played and sang
old songs by memory and by ear. That is not so much
the way we play music today. We are generally taught
music based on what's on the sheet in front of us and
by a strict guide. That is what most of the rest of the
book teaches.
By the same token, however, it is important to gain a
basic understanding of the musical language because
not being able to read music could make it so you are
limited in your abilities to play really distinguished and
sometimes difficult piano music. You wouldn't have
access to the same techniques that the master
pianists and piano composers implement into their
music.
It is quite normal not to know all the technical names
of all the things you play or do on the piano at the
start. Sooner or later, you will come to know the terms
by playing them at first and then knowing that they are
notes, chords, arpeggios, scales and more. Many
times when people are learning for the first time and
have no musical experience, it's best for them to learn
by rote. This often takes route by listen to a lot of
different music. Go to a CD or record store. Go on
Amazon.com and invest in a few pianists that you
really like. Listen to as much as you can from the
pianists that you choose to listen to. Absorb all the
techniques that you can hear. If you can't hear much
past the music, that's okay. Just listening to the music
time after time will soon allow you to pick out certain
elements that stand out to you, even if you can't play
the music straight out.
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If you can, start listening to stuff that is level one.
There are plenty of educational composers out there
who write pieces and method books for piano that are
of varying levels. You may even listen to the A-B-C
song for piano. You may listen to "Twinkle Twinkle,
Little Star" remakes. Be assured, however, that new
works are being written at the same level as the latter
mentioned songs.
Go to sites like www.sheetmusicplus.com where you
will find all sorts of piano music by the likes of Bastien
and John Thompson. Try and see if you could find
any mp3s of the songs that are in those books. They
will help you familiarize yourself with what they sound
like.
Try and see if you can pick them out on the piano. If
you can, you are a step ahead of the game. If you
can't, keep listening. Keep practicing. You'll get there.
Always go back and do a variation of those ten little
projects that were explained at the beginning of the
chapter to reinforce playing the piano. Get familiar
with the positions your hand is in. Right now, it seems
as if they are weird positions to be in, but with
repetition, the positions will get more comfortable for
your hands. Do a little exercise of counting to eight
while sticking with a white key pattern (For example,
start at the beginning of the piano and go up). Then,
stop. Pick out the beginning part of the middle of the
piano. Take a guess. stay on the white keys. Just pick
a note and start with it. Count to eight as you press
each key leading up to the place where you strike
eight (It should be the eighth key you press). Do this
exercise with every white key you possibly can. This
is one way to get at least basic modes under your
fingers so that you can at least start your journey to
learning piano, even if it is by ear.
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Having a collection of music that you listen to along
with the exercises practiced in this chapter is good to
have, because it will expose you to more styles and
textures of music in the long run and give you a
broader more open-minded approach to the musical
language and landscape.
The first recorded history of music being notated was
in the Ninth century when neums where discovered.
These were the first symbols of adequate music
notation to be heard of. Before this, everyone would
gather in cathedrals, churches and other places of
dwelling to play music from memory. So, it is not a
surprise that some people have grown up learning the
piano and other instruments by ear. This trait has
been passed down from generation to generation to
be as it is--an improvisational art.
So, be proud of the fact that you can play by ear
without knowing any musical terminology at first
glance. Many people can't do this, but they wish to.
Anyone can do it if they follow some simple strategies
like the ones outlined here and give it time.
Try and see if you can get some pieces from more
experimental piano players. Try and listen for their
techniques. What's going to happen out of all this
music listening is that you will become a great music
listener and become sensitive to the tricks and
techniques more and more pianists are using. You will
become a piano enthusiast. That's the goal of this
book, this mini course is to start you on a fine course
to practice and play piano and embark on an
experience that is hoped to last forever. It is this
author's hope to make things in the world of piano
peaceful and blissful.
Make a habit to wake up every morning and practice
your random scale or mode patterns. Practice makes
perfect. Practice for at least thirty or forty minutes. Go
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over these partial modes from the bottom of the top of
the keyboard. It is common practice for the eager
student to want to play up and down the keyboard on
all flanks of the keyboard from top to bottom. Let's do
that. It is always important to let yourself explore what
the piano is all about prior to launching into all the
technical stuff.
Make a habit to practice the two note (thirds) exercise
every afternoon after you get home from work or
school.
To play piano by ear without musical knowledge
require a bit more than tweaking some knobs and
pressing a few keys. Nor is it most of the time the
easiest thing to do just daily practice going up and
down the keyboard everyday for thirty minutes. It is to
be part of your daily exercise.
The art of playing piano by ear is typically divided on
three different factors that you use together:
1. You must first develop a tonal memory. This
tonal memory is developed when you practice
your modes up and down on the piano. Many
other warmups, the thirds, the improvised
chords that you were practicing are keys to
developing this tonal memory.
2. Think about what you have been practicing all
the time you've been at it. After much reflection
on the practice that you've been engaging in
and your progress with these minor lessons,
use your fingers to reproduce whatever you
recall from your past experiences. You can
make mistakes. You can forget little parts here
and there at first. After repeated attempts, you
will remember more and more and play more
of it correctly.
3. Using the shape of the tune, as it appears in
your head, go ahead and play parts of it as
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they come to you. If it helps, try and get pieces
of a similar nature that have similar sounding
materials. The more you play songs with
similar sounding material, the quicker you will
begin to associate the harmonies that you hear
with familiar bits that you have played. You will
find out what these harmonies are and mean
as you work your way through the rest of this
book.
More things that you could do to solidify your tonal
memory would find other things that would use
familiar tones that seemed to be drawn from
the material practiced before. Let's say you
have a favorite music jingle that you listen to
multiple times a day. Go to your music source
whether it be your radio, an mp3 player, or
other music setup and plug into your favorite
jingle. Listen to it a few times to see if you hear
remembrances of the stuff that you were
playing. Tap out the melody of your chords on
the keys without pressing the keys down. Many
performers who are pianists do this as a
warmup or quick mind run-through before a big
concert. Even in chords, there is melody.
Generally, the melody rests in the top half of
the structures you were playing earlier. The
melody that you may commit to your ears is
usually an interweaving piece that goes from
one post to another.
Another tip that you may have to implement is to
listen hard at the jingles you listen to for the
lowest note in any harmony. Those are most
likely the roots of the chords. We discuss roots
in the Chords chapter, Chapter 5. Look to that
chapter for more advice. Try to stack voicings
that are above these roots. Listen to the other
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voicing in the structures you have created. If
you feel so inclined, stack, three, four, five,
seven, nine or thirteen more voices above the
roots of the structures you build. What do you
hear? Do they sound close? Do they sound
sweet or happy sounding? These are all
modifiers of identifying one interval after
another. Does the whole structure sound of
equal distance or sound apart? Does one note
sound farther away then another? How can
you tell? Like it was said earlier in the chapter,
notes closer to each other tend to blur in
comparison to ones that are farther away,
sweeter sounding or not.
After many practices over much time, you will
begin to pick up the ability and fluidity of
playing by ear--without the need of complex
music theory, orchestration or organization
skills. This exercise was to give you an easy
transition into the land of music. It is important
that everyone gather somewhat of a tonal ear
before learning all the technical ins and outs of
music as to not be too shallow.
If you feel so inclined now, go out and play and
share your newly found chops to your fellow
friends. That is, I must warn if you feel
comfortable doing it. If you don't or aren't
ready, it's okay. Just keep it to yourself. Just
keep playing it to keep up a maximum benefit.
As we will discover in later chapters, that piano
playing can be a form of relief. We will uncover
several signs that we need to be rejuvenated
through the physical art of piano playing.
Playing by ear is not always a hassle. It should
not be a chore to play by ear. Playing by ear,
you should be able to learn and relax.

! !

! !
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If you feel so inclined now, go out and play and
share your newly found chops to your fellow
friends. That is, I must warn if you feel
comfortable doing it. If you don't or aren't
ready, it's okay. Just keep it to yourself. Just
keep playing it to keep up a maximum benefit.
As we will discover in later chapters, that piano
playing can be a form of relief. We will uncover
several signs that we need to be rejuvenated
through the physical art of piano playing.
Playing by ear is not always a hassle. It should
not be a chore to play by ear. Playing by ear,
you should be able to learn and relax. We
should learn to be spiritual growers through
piano music. Some strategies are covered on
how many pianists go to play to escape and
relax for an unlimited amounts of time. In most
music therapy practices, the music therapist
who knows how to play piano will let the
student or patient have a turn or two at tickling
the ivories. This opens a whole new world up to
kids, adolescents and adults alike.
The most important part of any artistic
endeavor is to have fun playing music by ear.
Enjoy this process as much as you can. The
more you enjoy the things that you do or that
you are called to. A lot of it involves passion
and passion can be "manufactured" as it were
to get you through learning piano by ear (or
not). There are some tips that you can
implement later that will make practicing
lessons less of a chore for you toward the end
of the book. On to the next part of learning
music. Hello, learning the musical language!

Chapter 2: Applying Beginnings of Musical Language
This chapter is filled with some of the basic language
or terms of music. This chapter may take a while to
digest for those of you just starting out. You need to
be patient with this chapter. There will be some parts
of the chapter that will be confusing to you. That's
okay. The more you read this chapter, the more it will
make sense to you because in this chapter's content,
there are many examples in both text and visual aid
that will help you better understand the very basic
principles of musical language.
Musical Alphabet- This is the essential first part of
distinguishing one note from another by name. Notes
(explained below) are named from A through G. After
G, they always go back to G.
Note- This is a basic symbol of musical notation that
lets the musician know the value, or how long to play
the symbol written on the page. The various types of
notes are listed and explained by definition below.
Notes are normally written on a staff (also explained
below).
Rhythm- This is a special pattern that is played by
clapping or by playing a musical instrument in what's
called time. Rhythm is one of the five basic elements
of music. Rhythm is depicted by using notes of
different values to create a groove that every other
element of music will rest on.
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Quarter note (q )- A quarter note is a music symbol
that has a downward or upward stem and a black
filled in oval. In a measure of 4/4 music, it gets one
beat and there are four quarter notes in the measure.
Half note (h )- This is a musical symbol that is notated
by an upward or downward stem and an oval that is
not darkened or filled in. It is clear. In a measure of
4/4 music, one of these notes take up two quarter
notes (Remember: the quarter note gets the beat) and
two of these take up an entire measure.
Whole note (w)- This is a musical symbol noted with
no stem, but just a oval that is not filled in. It is clear.
In a measure of 4/4 music, one of these takes up one
measure (the equivalent of four quarter notes).
Eighth Note (e )- This is a musical symbol that has an
oval head with a straight stem with a flag on the end
of the stem. Eighth notes paired together could either
have beamed or unbeamed combinations. In 4/4
music, this note measures half a quarter note, making
for eight notes being equal to a whole note. One could
think of this as being one-eighth of a whole measure.
Sixteenth Note (x )- This musical symbol has an oval
head, a stem and two flags at the top of it. Each
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sixteenth note is half of an eighth note. There are four
sixteenth notes in a quarter note, making for sixteen
sixteenth notes in a measure of 4/4 music. This could
also be beamed or unbeamed in pairs.
Thirty-second Note (x + one more flag )- This musical
symbol is a cousin to the sixteenth note, in that it has
three flags at the top of its stem. It is valued at half of
an eighth note, making for 32 thirty-second notes in a
measure of 4/4 music.
Sixty-fourth Note (x +two more flags )- This musical
symbol is a relative of the thirty-second, sixteenth
and eighth notes in that they have an oval head, stem
and flags on the end of it, but this one has four flags
instead of three, dividing it even more. It is half of a
thirty-second note. There are sixteen sixty-fourth
notes in one beat of 4/4 music. This makes for sixty
four sixty-fourth notes in one full measure of 4/4.
Dotted note (. )- Any valued note that has a dot on it
has the value of the note plus half of that same value
added to it. For examples, see the definitions below.
Dotted Whole Note (w. )- A regular whole note is four
counts. When a dot is added to this value, half a
whole note (a half note) is added. In simple math, the
whole note (4 counts) plus the half note (2 counts)
equals six counts for the dotted whole note.
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Dotted Half Note (h. )- A regular half note is 2 counts.
When a dot is placed next to the half note, it adds
half of a half note (a quarter note--one beat) to the
half note. In simple math, 2 counts (half note) plus 1
count (the dot on the half note) equals three counts.
Dotted Quarter Note (q. )- A regular quarter note is
one beat. When a dot is placed on it, it adds an eighth
note to the existing quarter note. So, one beat
(quarter note) plus a half a beat (the dot) equals oneand-a-half (1 1/2) beats.
Dotted Eighth Note (e. )- A regular eighth note is half
a beat in 4/4 time. If a dot is added to it, it adds half
an eighth note or, a sixteenth note to the existing
eighth note. So, half a beat plus a sixteenth note (a
quarter of a beat) equals three quarters (3/4) of a
beat.
Dotted Sixteenth Note (x. )- A regular sixteenth note
is a fourth of one beat in 4/4 time. When a dot is
added to this value, half a sixteenth note is added to
the existing sixteenth note. So, in simple math, a
fourth of a beat (1/4) plus an eighth of a beat (1/8)
equals three-eighths of a beat.
Dotted Thirty-second Note (x. + one more flag )- A
regular thirty-second note is one eighth of a beat.
When a dot is added to it, it turns into one eighth plus
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half of one eighth (1/16) to make three-sixteenths
(3/16) of a beat.
Dotted Sixty-fourth Note (x. +2 more flags )- A regular
sixty fourth note is one sixteenth of a beat. When a
dot is added to it, the dot adds half of that value,
which is one thirty-second of a beat to the existing
note. So, one sixteenth of a beat (1/16) plus one
thirty-second (1/32) of a beat equals three thirtyseconds of a beat. (3/32).
* Notice how each time a beat is added to a smaller
value, the value is sliced similar to one another. If
confusion arises, just remember that adding a dot to
every kind of note increases its value by half of that
same note. The formula then is always one plus onehalf.
Time- This is one of the quintessential elements of
music. It is the element on which rhythm is based.
Common time signatures include 4/4, 3/4, 2/4, and
6/8.
Melody- A sequence of notes that are played apart
from each other. A melody consists of notes that are
played at intervals relatively close to one another, but
can have some skips in them to make the part more
dynamic.
Harmony- This is the figure of music that is generally
in the background and supports the melody. Harmony
involves figures like chords, the basic first element of
all harmony and clusters, more advanced figures of
harmony.
Scale- A sequence of notes played in succession up
and down that rests on a common home note (tonic).
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Scales could be major (happy sounding), minor (dark
or sad sounding), augmented (stretched) or
diminished (caved).
Staff (==) As shown, a staff is a five line graph on
which notes are put on various lines and spaces
between the lines. Each line and space represents a
letter of the musical alphabet A through G. A mix of
notes of many different rhythmic values could be
present here. In most non-pitched instruments, there
is a one line staff on which various values of notes are
written.
Grand Staff- This is common in piano music. The two
symbols that denote each staff are the treble clef (&)
and bass clef (?) Although, it is quite possible that
other clefs (such as moveable C clefs (B) and various
other combinations are possible. The grand staff
makes it possible for instrumental players to use both
hands to play two staves simultaneously.
Octave- An octave is a figure that spans twelve steps
between a starting note and an ending note of the
same exact note. The pitch could be higher or lower.
Clef- A clef is the symbol that tells people the register
of a particular staff. It reflects what notes in the
musical alphabet lie within a stave's lines and spaces.
A clef could also be used to denote a particular
instrument.
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Treble Clef (&)- This symbol is placed on the top staff
on the grand staff (set of two connected together).
This symbol handles the higher registers of the
keyboard, woodwinds, and some brass instruments
like trumpet and French Horn. The other name for this
clef is called the G clef because the middle of it goes
through the second line of the staff-- G.
Bass Clef (?)- This clef is used to denote the lower or
bass registers of the piano, low brass, and some
woodwind instruments such as the bassoon, bass
guitar, and the lower saxophones and clarinets.The
clef's other name is the F clef because it's top ring
and dots circle around the fourth line of the staff-- the
note F.
Articulation: An articulation is a noted expression or
embellishment that seems to change the behavior of
how notes are performed.
Accent (>): An accent is a marking that dictates a
heavy striking on a certain note or harmonic structure
to add tension and dynamic contrast as compared
with other notes and figures in the music. You strike
the note harder producing a louder note than the
others. The accent generally comes along at high
points, possibly the climax of the piece. In classical
literature it isn't uncommon to see a series of accents
on a group of notes, one note after the other to
emphasize either a point that a particular section is
coming to a close or that the more exciting music is to
come before the transition from one theme to another.
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Dotted Accent (
): The dotted accent acts as a
staccato on top or under the accent. This accent
allows for pressing the note harder producing a louder
effect but the effect is to be much shorter.
Grace Note ( ): Grace notes are little notes between
the regular ones in a score where there is need for
added decoration. You play the grace notes fast and
prior to the note that they come before.

Slashed Grace note (
): Slashed grace notes
indicate that you do the grace notes but play them
with a sharper, faster pace than regular grace notes.
Layer: Often, piano music that is complex in nature
requires the implementation of layers or multiple
levels on which musical notation rests. This makes it
so the music is legible enough for playing. In most
piano rules, stems canʼt intersect each other. Nor can
note heads (the ovals at the end of the upward line of
the note that we call the stem)
Tenuto Accent (
): The Tenuto accent is a
heavy striking on a certain note or harmonic structure
with an emphasis on sustain of the marking. If
anything, the tenuto accent strikes the note and holds
a heavy pulse on the note as if to say, stay on the
note a bit longer than you would normally. You
generally hold the note just a half second longer than
you would normally.
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Marcatto (
): This is an accent that has a tenuto
line under the accent--> essentially a tenuto accent
that adds extra weight to the accent.
Accidentals: Accidentals are symbols that tell the
piano player to go slightly higher or lower than the
“natural” pitch originally notated. Once spotted in a
measure for a certain note and position, the
accidental is assumed to be on every note that enters
that same position throughout the measure unless
cancelled out Some times the natural or other
accidental (discussed below) comes in the middle or
so of a measure to cancel out previous accidentals.
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Natural (n): The natural means play a particular note
at its original pitch. Naturals cancel out any other
accidentals that came before. They are the “natural”
pitch modifiers in sheet music.
Rubato: This term literally means robbing time.
Robbing time requires either speeding up contents
that are being played at slight intervals. This adds to
the flowing or feeling of a piece. Think of this as
drawing a wave. The tide comes in and out in a tempo
but not the same exact tempo every single time.
Sharp (#): A sharp is a modifier for any note signaling
that the desired pitch be slightly higher (a half step)
than the natural pitch originally given in the music.
Flat (b): A flat is a modifier for any note that signals
that the desired pitch be slightly lower (by a half step)
than the natural pitch originally given in the music.
Mordent (m ): A mordent is a musical embellishment
consisting of rapid motion and change of the original
tone with the tone that is a half or a whole step lower
than the original note. This would be evident when the
mordent has an accidental (sharp, flat, or natural)
above the arc of the sign. It is a single, short turn, a
quick embellishment that is common at the end of
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most 18th Century scores, especially those written by
J.S. Bach.

Pedal or Sustain (Ped or

):

Staccato (): A staccato marking means to "play it
short." Think of playing the notes with these markings
in a choppy fashion." Get on the note and get off of it
quickly. This marking is denoted by a dot above the
note head, wherever the note would be. Sustain is a
pedal on the piano that is the right-most pedal.
There are all kinds of pedal markings in piano music.
Here are some examples below.

Figure 1: Pedal Marking; line and hook with ped. marking.
Pedal marking 1: In this particular sample, the pedal
marking has both the (ped.) sign as shown above and
the line with a little hook at the end. This denotes the
actual pedal. The hook is where you let up off the pedal
in order to change key or harmony so that the textures
that you're playing don't blur together. This is commonly
a sustain pedal marking. You would press the sustain
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Figure 2: Plain Line and Hook Pedal Marking.
The next pedal demonstration is the pedal marking (the
line and hook) alone. This is typically found in 18th
Century and early 19th Century music. You do the same
with this marking as you would the previous marking. It is

Figure 3: Pedal marking with Ped. and Asterisk
Symbol
The third and final main type of pedal marking is one
without the pedal shape or impression. This figure

Tenuto (
): A tenuto marking is an articulation
placed underneath a note to dictate a heaviness when
you press the note down. It is meant to serve as an
indication to hold the note out a half a second longer
than originally written. It is used to indicate strain or
expressive angst.
Dotted Tenuto (
): A dotted tenuto is a combination
of staccato meaning "short" and heavy as in strain.
i

Play the note as if you are playing it very short, but
with a minor delay before moving to the next note. Put
a little force into the note when you play it staccato.
Trills (): Trills are symbols that emphasize rapid
motion with two fingers back and forth, starting from a
particular note whatever the articulation dictates. For
example, if it is a regular trill, you will go from the trill's
starting note to the note a whole step above it. If it has
a flat above the trill, you are to go a half step below
that (back and forth). If there is a sharp, you are to go
from that note to a half step above that. Trills with
natural signs are whole tone trills where you will go
from a particular note to a whole step above the
starting pitch. At various times, there will be squiggly
lines or squiggly lines with arrows to help dictate
which direction from the starting note you are
supposed to go. Some trills require you to go up.
Others require you to go down.
Glissando: A glissando is an articulation denoted by a
squiggly line going up or down that communicates to
the pianist that they should do a rapid fingering or
sliding of notes from one starting pitch or note to the
next pitch or not in the measure. Some markings not
only have the squiggly line but also the printed word
"gliss." or "glissando" to solidify the articulation.
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Turn (
): A turn is a gesture or articulation
denoted as a downward facing S. What this says is to
play the first note in the turn and hold it a bit. Then
you hit the upper key, back to the home key, and the
key a half step (slightly) below the home key.
This is some times followed under it by fingering
numbers that show you which way to pivot your
fingers in order to excite the articulation perfectly. A
turn is usually placed under two notes. What this
means is that you're supposed to "turn" and hit the
notes that are placed in between the two notes
posted. The two written notes in a turn generally serve
as goal posts or limits to where the turn can be
executed.
Sostenuto: Sostenuto is a marking that means
“sustained in this portion.” Sostenuto is also a pedal
on the piano that is to the middle in a three-pedal
piano that makes it so the entire keyboard shifts to
sustain whatever your playing first and to contrast that
with the second thing you play which would be
staccato and choppy. Play a note and press the
sostenuto pedal. Youʼll see what you played is
sustained and held out. Now play something else
while holding to the first note and the pedal. Youʼll see
that the second note you play is staccato.
Una Corda: Una corda means, “one string.” Inside of
the piano there are three strings for each key of the
keyboard that help produce the various timbres of the
piano. When the Una Corda pedal (the pedal to the
left on a three pedal piano) is pressed, it places a
cover over the other two strings of a note you play
and makes the hammer inside the piano strike only
one of the three strings, producing this very mellow,
quiet and sometimes choppy sound.
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Sound- This is where speed in the air picks up and
produces an audible pitch.
Pitch- These are various wavelengths and speeds of
sound that are measured in hertz. For example, the A
that is just up and to the right of middle C on the piano
is measured at 440 Hertz (Hz).
Timbre- This term refers to the particular distinction in
how the instrument sounds. For example, a viola may
have a certain edge that is the result of the bow
striking against the strings or the plucking sound
without pitch of a guitar. The piano has a rather
mellow timbre when the note is struck softly. When
struck hard, it produces a rather metallic sound
followed by that same mellow sound as it decays
away.
Decay- The average amount of time it takes for the
sound of a piano or other instrument to fade out.
Bracket or Brace- These content terms are used to
define the squiggly line that is colored to the side of
the beginning of the two staves that make up the
grand staff. This line or brace serves as a border to
mean that the two staves should be played with two
hands simultaneously. A couple pictures of the brace
and how it is implemented in the making of the grand
staff is below.
First the making of the brace:
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Second, Is the brace as it appears with a measure of
the grand staff.

Notice how the brace perfectly secures the two staves
together as one. What does the brace mean, though?
It means when bound like that, that both staves are to
be played at the same time.
This is a lot of content, but it is essential basic
material for a musician who intends to study seriously.
For music majors, let this be a great starter course for
you to get a grasp on the music basics that give way
to much broader musical topics.
In later chapters, we will be entering into the basics of
how piano music is written and how it should be
played, so all of these terms will be put into better use
in time. Soon, you will see how each of these terms
are executed by real composers of the piano music
field and players of piano music.
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Dynamics: Dynamics are the modifiers that have to do
with the volume you play your pieces. The dynamics
can be changed suddenly or they could decrease
over lengthy periods of time. There are varying terms
of dynamic contrast that are defined and given in
examples below.
Crescendo: A crescendo is a dynamic articulation that
is a call to get louder
gradually as you play a
passage. It looks similar to
an accent but is stretched
out to be longer to denote
how much time passes
before the loudest point.
See the figure below for a
visual explanation of this.

Decrescendo: A
decrescendo is a
dynamic articulation that
calls for players to get
softer gradually as they
play through a passage.
It looks like a reverse
accent, but longer. An
example is pictured
below.
Piano (p): Piano is the Italian term for "play softly." It is
denoted by a scripted p. Piano is also the instrument
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nickname for the pianoforte. Softer playing is
possible.
Double Piano or Pianissimo (pp): This is two piano
signs put together. This is a dynamic that requires the
player to play doubly soft, softer than the mark of
piano. Softer dynamics go all the way to quadruple
piano.
Mezzopiano (P): This dynamic tells the player to play
a little louder than piano. Play a bit louder than soft.
All the medium dynamics are almost the same.
Mezzoforte (F): This dynamic in music instructs the
piano player to play “medium forte” or “medium loud.”
In the spectrum of dynamics, mezzoforte is only
slightly louder than the other medium dynamics. It is
louder than mezzopiano and softer than forte and the
louder dynamics.
Forte (f): Forte is the dynamic meaning "loud" It is
made or denoted by a fancy 'f' that is placed at the
beginning, middle or end of a musical phrase.
Fortissimo (ff ): Double Forte is the dynamic meaning
"louder." It is twice is loud as forte and occurs in the
beginning, middle or end of a musical phrase. This
dynamic is denoted by two fancy f's almost cursive.
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Dynamics of louder volume go up to fortissississimo
or quadruple forte.
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Chapter 3: The Grand Staff
This chapter lets you know about the all-important tool
we use in piano music. Without the bracketed set of
five lines each that we call the grand staff, we would
not have notation for this beautiful instrument.
Here is what the Grand Staff looks like. This combines
the G or treble clef with the F or bass clef so that both
the right hand and the left hand can play notes
simultaneously.

Beginning Tips About Piano and the Grand Staff
It's great to start out trying to sing your songs.
Buy recordings of the pieces that you have to
practice. The value of the internet is unquestionable.
There are millions of works on the internet played by
the likes of Glen Gould and others that could
demonstrate how certain pieces are constructed and
played.
An essential piano fact is that the grand staff is made
of 5 lines and 4 spaces.
Another tip is to know common acronyms for the two
clefs of the grand staff. For example, in the treble
staff, the common acronym for the lines is: Every
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Good Boy Does Fine. (see example photo
demonstration below)

The bass clef acronym for the lines is: Good Boys
Deserve Fudge Always. (See photo Below)

For the spaces, the acronym in the right hand is Face.
F- A- C- E.

The spaces for the bass clef are All Cows Eat Grass.

Letʼs take a look at what they are like when placed
together:
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From these essential theory tips you can go up or
down the grand staff trying to memorize all note
names in the continuous alphabetic pattern. Think of
these acronyms as bench marks to read from!
For piano, here are some easy hints to remind
yourself of when practicing sight reading music for the
first time:
1.

2.

3.

4.
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This is the most important tip when reading
piano music. Know the musical alphabet (A, B,
C, D, E, F, G). Know that the alphabet for
music only has the latter letters and recycles
over again. Each line or space represents a
note of the musical alphabet. Do regular
exercises using charts of the grand staff to help
you out.
Every line on the piano skips two notes. So if
you are having trouble reading down or up the
staff or ledger lines, remember to "skip two"
notes when going up.
Most lines and spaces that are separated by
two notes will be written tones of a chord. For
example, F is on the first space on the treble
staff. A is on the space just above that after the
line that houses the note "G." C is on the next
space after the third line of the staff that
houses the note "B".
A note on octaves: A note that is on a line will
be repeated as a space an octave higher or
lower than the original note. Vice versa if a
note is on a space originally. That will be
repeated an octave higher or lower as a line.

Hopefully this will help you with reading ledger
lines.
5. Develop a sight for similar chord structures.
How you do this is to play the passages with
repeated chords until they come naturally in
your hands, ears and eyes. The more you
break your musical structures into recognizable
portions, the faster you will recognize them in
numerous other pieces that you would play.
6. Know your note values. This is essential to
knowing the rhythms of certain figures or
pieces. You canʼt expect to master the piece of
music without memorizing or knowing what
rhythms are contained within a piece. Reading
the spot in the piece over and over and
counting out and clapping out the beat,
strongly out loud, not timidly is how you begin
to familiarize yourself with the beat of the
particular section of the piece. If you donʼt
know the beat of a particular valued note, it is
wise to look up the section talking about music
basics in the book (Chapter
! !
It is great to invest in some rhythm cards or
better yet, make little note cards on three by five card
paper with the rhythms of the piece that you're
studying on the lined part and the correct name for
the rhythm or how it's counted on the back (the
unlined part. Take heed in the following examples.
1. q. e = ? (on the front) then, 1, 2 & or quarter plus

eighth equals half note on the back of the card.
2. exx= ? (on the front) Then, 1& a or eighth plus
two sixteenths equals the same as two eighths
on the back of the card.
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3. e.x= ? (on the front) Then, 1, a or dotted eighth
plus sixteenth equals double dotted eighth on
the back of the card.
Try to think of musical and other abstract ways with
which to memorize rhythms. Remember to clap and
sing or say the count or numbers and parts of the
beat youʼre on as youʼre practicing them.

7.
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Rinse and repeat. All the last points will not go
into affect unless you practice them regularly. If
you donʼt do this repeatedly, it will gradually slip
out of your grasp and you will have to learn it
all over again.

i
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Chapter 4:The Importance of Fingering Numbers
What do they mean?
When you play on the piano, you set your hands on
the keys in position. Each of your fingers and thumbs
represent a number on the piano. Your thumb on each
hand is finger one; you index fingers are finger two.
The middle finger is finger three. The ring finger is
finger four. Your pinky or little finger is finger five.
What Do fingerings help you do?
In piano music, the fingerings are typically designed
to make it easier for your hands to move from position
to position. Piano music is unique in the fact that it
allows for many complications and sometimes fast
passages through two and three different positions
within a matter of a few seconds. This would call for
rapid knowledge and response of your wrists acting
The Pivot Point In Fingerings
In piano fingerings, there is usually a certain pivot
point that the hand uses to switch back and forth
between different positions. That pivot point is the
thumb or finger one.
Other uncommon fingering pivot points could be
exercised in fingers two (index finger) and four (the
ring finger) when dealing with alternates or black key
patterns.
Some Common Fingerings
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Some common fingerings that you will see in music
are the repetitive ones that are relevant in scale
passages such as 5, 4, 3, 2, 1, 3, 2, 1 in the left hand
(or 5, 4, 3, 2, 1, pivot, 3, 2, 1) and 1, 2, 3, 1, 2, 3, 4, 5
in the right hand (or 1, 2, 3, pivot, 2, 3, 4, 5). The
reason for the repeated finger ones being called pivot
is because the pivot point is where your thumb goes
under the rest of your fingers and wrist and releases
back out again allowing for the other fingers to play
succeeding notes in a new position. Look at the
fingering charts and music figures below for a more
visual representation of fingerings.
Fingering Etiquette
There are a few pointers which students need to
familiarize themselves with in order to be proficient at
playing piano with correct fingerings to avoid
unpleasant things happening to the hands and
fingers.
The Hands
The hands are some of the most delicate appendages
of the human body. It is important to take special care
that your hands receive regular practice, regular
periods of rest, and the proper hand positioning in
order to achieve the most out of eloquent piano
playing.
There are elements of fingering and hand etiquette
that you could get under your belt right away to help
you become miles ahead of the rest in the skill of
playing masterful piano.
The first element in playing the piano properly is to
put your hands on the piano and tilt your wrist in an
upward arch-like position, almost like that of a halfi

circle or oval shape. This allows for the lengths of
your fingers to be upright and facing the keyboard.
You should be able to play keyboard much easier as
fingerings would dictate because you would be able
practice pivoting with your thumb, curling it under the
rest of your fingers to make position transfers much
easier. It is important that during the course of your
practices, lessons, and especially recitals that you
keep your hands in this curled position to make use of
ease of playing.
The second element in playing the piano properly via
correct fingerings is to pay close attention to the
whole fingering structure before even playing it. You
will step back and see often that there are various
patterns in which the fingerings are laid out (i.e. 1, 2,
3, 1, 2, 3, 4, 5 or 4, 3, 2, 1, 3, 2, 1, 5, 3, 2, 1...etc.)
Note whatever pattern is present in the piece or
particular passage that you are playing before playing
it. Take note of any spots where you pivot or curl your
thumb under the rest of your fingers. Note the next
position of your fingers and where they are supposed
to go after the pivot motion.Take a look at this
demonstration below to help you with this point.
The third element of proper piano playing via correct
fingerings is to slow down your practicing pace. Your
fingers will not know what they are doing when they
first set out to practice a scale, chord, cadence or
arpeggio pattern. If you go too fast with them, your
hand will get out of alignment. It will get uncurled from
the proper position and you will end up hitting wrong
notes. The better way to play scales or other material
when first starting out is to set your metronome to a
reasonable, yet slow tempo and watch as your fingers
peruse the various notes of the passage. Correct
i

yourself if your fingers go off course or just start
again. As you get the particular pattern you are
practicing correct time after time, begin to strengthen
your playing and raise the tempo. This increases your
fingers' dexterity as well as the fluidity of your playing
of the passage.
The fourth element of proper piano playing is actually
a pretty flexible one. If one fingering doesn't quite fit
the span of your hands or is ill to be conceived, the
challenge of it maybe too much. Figure out some
alternate fingerings that compliment the size, shape
and configuration of your hands that also could
logically get you from one position on the piano to
another when you need to. Some pieces were written
by fabulous composers who were also brilliant,
virtuoso piano players with hand spans and great
ability that required an insane amount of technique.
Therefore, it maybe harder for you to practice the
passage and in some cases, it may prove to be
impossible for you to play. Thatʼs why it is important to
break up your fingering positions into things that are
easier for your hands to understand and do.
Instead of 5, 2, 1 in a certain hand position, try 5-3-1
and see if that makes a difference. Instead of 5-3-1,
try 5-4-1. Instead of 1-2-5 in a particular
Chapter 5: Scales
The next logical progression in the realm of music is
scales. Scales are the all-important thing of which
melodies, chords, harmonies, and other pitched
musical elements are made of. Without scales, you
will not know how to read and play piano music
successfully. They are the key to the musical world.
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Knowing them all should be required if not highly
recommended practice material.
The Chromatic Scale
The Chromatic scale is the most common form of
scale that most do not start out with, but it is essential
to the beginning piano student because it houses the
essential principle that this is the scale featuring all
twelve notes on which all other scales are based. A
picture of this is denoted and demonstrated below.
A few notes about playing the chromatic scale: The
chromatic scale embodies the use of both the white
and black keys going up and down. On the way up
the scale (in the example shown below starting at C)
every black note is named a sharp (that is it is a halfstep higher than the natural note). On the descent of
the scale, going down, the black notes are called flats
because they are inching a half step lower in the
course of the scale.
Enharmonic Equivalents:
This would bring on the subject of what is called
enharmonic equivalents. This term is just a fancy way
of saying that the names of the notes are altered in
terms of the sharp or flat depending on which way you
are going in the chromatic scale.
For example, C-sharp is the same in pitch as D-flat. It
just depends on which direction in the scale you are
going. If you're going up the scale, the note would be
called C-sharp. If you're going down the scale, that
same note would be D-flat. Ascending the scale from
a G, the next tone would be called a G-sharp. That
same note (the black key) if you're going down from
A, would be an A-flat. If you are going down the
i

chromatic scale from a G, the next black key would be
called a G-flat. In that same stance, if going up the
scale, that same black key would be called F#.
Essentially, depending on which direction you go in
the chromatic scale, you choose the white note that
precedes the black one.

The Major Scales
i

The major scale is one of the most thought of when
first practicing scales and getting to know how to read
music. It is what most teachers have their students
prepare and play for their lessons all the time. It is the
scale that comes most easily to most beginning
musicians who begin to read music.
The major scale consists of seven unique notes
between the octave. The octave is the same pitch as
the first note of the scale. Each of these notes are a
whole step apart from one another except for E and F
which are a half step apart because there is no black
key between them. The same is the case with B to C
at the octave because there is no black key in
between them. The scale pattern of the major scale is
always this: whole step, whole step, half step, whole
step, whole step, half step.
An example of the C scale is pictured for you below.
The important thing to remember about the major
scale is that it has a raised 7 which is to be the
leading tone. Seven stands for the seventh degree of
the scale. Without the raised seven, the scale would
be considered a mode (see explanation below in
modes section). The raised seventh degree in the
major scale always leads to the octave (the same
pitch as the first note of a particular scale). This
section of this chapter is to include all 12 major
scales, one octave per scale, in whole notes, half
notes, quarter notes, eighth notes, and sixteenth
notes.
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The Natural Minor Scales
The natural minor scales are the direct reverse of
major scales minus the leading tone of the other
minor scales. The natural as well as other minor
scales have the same key signatures as some of the
major scales. They mirror the key signatures of major
keys.
Much of the minor scales that are of the natural
variety are mirror images of the modes (the first
pieces of scale that originated in the Gregorian times).
The difference between the natural minor and the
other types of minor scales is because it has a
lowered seventh degree. The seventh degree is the
note of a scale right before the octave. The lower
seventh is the more natural, "vanilla" sounding. It
doesn't sound like it leads to the octave like the
others. This make it sound more like the modes that
musicians first started out with.
The following pages will give you the complete set of
natural minor scales to practice and do on a daily
basis. The way the scales will be presented will be in
notation with some pages containing the fingering
numbers in a legend on the side of the scale page.
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Chapter 6: Chords
Chords are the next fundamental step in learning
piano music. Chords come in many different shapes
and sizes and types in the world of music. To make
the whole process of understanding these structures
easier, let's propose that there are two different
schools or worlds of music.
1. The first school or world of music that we will
assume is called simple music. This is the type
of music in general that beginning piano
players learn when first digesting musical
language. Simple music deals with simple
harmony. The chords are much simpler to
digest and understand. Melody is easier and
more predictable.
2. The second world of music is complex music.
This type of music the stuff in the musical
language that doesn't exactly follow the straight
and narrow path. More advanced piano players
learn in later music theory classes that chords,
melody and harmony may not be so keenly
divided into simple intervals we've come to
understand before. The musical language gets
broader and more blurry in retrospect. Subjects
like quartal or quintal harmonies, clusters, and
different sorts of inversions come into this
second world of music. Chords are part of this
too, but they are arranged differently than in
simple music.
In the world of simple music, chords make up what is
to be the harmony of a piece of music.They are better
known to most as blocks of notes that are prominently
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stacked in intervals called thirds apart from each other
(see the pictures of the staff and chords below).

One concept that you must learn before the
foundations of full-blown chords come into play and
that concept is intervals. Intervals are the
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relationships in pitch between two notes. Chords are
made up of these intervals.
Intervals are measured in what are called steps. The
two basic kinds of steps are half and whole steps. In
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the following example, the C major scale that is
diagrammed to show you the intervalic relationships
between all the notes. Another figure below that, I
give you examples of other modifiers that we use to
name the intervals.
The most common intervals are as follows: unison
(same note to same note), the second (one note to
the next note closest to it), the third (from one note to
2 whole steps above it), the perfect fourth ( from one
note to a note 2 whole steps and one half step above
it), the perfect fifth (from one note to a note 3 whole
steps and one half step away from it), the sixth (from
one note to a note 4 whole steps and one half step
away from it), the seventh (from one note to a note 5
whole steps and one half step away from it) and the
octave (from one note to nearly 7 steps away from the
original note).
To better explain what is above, I give you a chart of
intervals below.
There is also a chord for every degree of every scale.
If it hasn't been covered in previous chapters, the first
chord of every scale is called I. It is also referred to as
the root. The following chords leading all the way to
the octave are II, III, IV, V, VI, VII, and Octave (I
again).
These would be called effectively the supertonic (II),
Mediant (III), Subdominant (IV), Dominant (V),
Submediant, Leading Tone, and Octave. See these in
the demonstration below.
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Figure 6. 2 Chords in a C Scale, Their Roman
Numerals and Modifying Names
These are the chords shown in order of the full
octave from C to C and their places in the scale.
Tonic always refers to the first degree of any scale.
The supertonic is the one that supercedes the tonic
and is a fifth away from the dominant V.
The Mediant is always Roman Numeral Three in the
chord sequence and is the tipping point for the rest
of the scale.
The subdominant is always Roman Numeral Four. It
always precedes the dominant which is the center
of the scale.
The dominant of any scale is V in Roman numerals.
The sixth chord in the scale is iv in Roman

i

Note that the Seventh degree of the scale has chords
that are always diminished. See the figure above. See
the figure below for minor chords. All the other
degrees of the scale, submediant, and leading are
minor and diminished.
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Chapter 7: Arpeggios
Arpeggios are the building blocks of chord structure.
They are nothing more than broken chords. They are
played much like scales, but like you will find when
you play them, they are split into intervals called
thirds. This interval just means that instead of playing
the next note in a sequence (example: from C to D),
you skip the "D" in the sequence and play the next
note up which would, in this case be E. If you are in
the key of C, you'd end up playing C and then E
(reminiscent of the thirds that you had been practicing
by ear earlier). Then, you reach out for the fifth
(remember: count to five if you don't quite understand
while finding the fifth note from C to G). You should
finally land on the note G. You now have three notes
pressed, C, E, G. Then, you go up by counting to four
while going from G to C. Now, you have four notes. C,
E, G, C. You have just played your first arpeggio.
Go and do this same or similar exercise with all the
other keys that you encounter. The same could be
made with the combination next to C, which is D, F, A,
D. This is a D minor arpeggio.
If you go and play all the notes together, D, F, A, D,
you will notice that you are playing an extensive D
minor chord in first position or root. The same with
the next key. E. This arpeggio is also a minor
arpeggio. We are only staying on white keys for these
examples for starters. The minor triad played in a
broken fashion is E, G, B, E. If you play these four
notes together instead of apart, you will end up with
an extensive E minor chord in root. Embodied in
these arpeggios is also the essential information that
defines different degrees of chords such as chords in
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first position and second position apart from those in
root (see Chapter 6, Chords for more information).
Just like scales, arpeggios are fingered. They have
proper fingering numbers that make it so you can play
the broken chords with straining your hands. Letʼs
give a sample arpeggio in C and F major to let you
see the process in action.
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Chapter 8: Tips on Practicing Piano and Avoiding
Burn-out
Playing piano requires a bit of patience as well as
effort, as with any new task you undertake. You have
to dedicate at least fifteen minutes a day for the
person who is just starting in piano. (This is so the
student--you perhaps--doesn't get overly frustrated).
With coming time, increase the time practiced from 15
to 20 minutes. After a self-determining amount of
time, increase the time practiced to 30 minutes.
In a way, you are, by each increase in the time
practiced, increasing your stamina for playing the
instrument. In any sort of instrumental or vocal music,
you must build up a ton of stamina in order to sustain
playing and/or singing for extended amounts of time.
In piano, your muscles will get used to playing in the
varying positions that pianists play the more you
attempt the instrument. It may seem that this is a
hokey thing to practice regularly, but it does build up
your chops. How could you expect to get any better if
you don't devote time to practice?
As you get older and more experienced, extend your
practice time to an hour. By the time you are a late
high school or college student, you should be
practicing at least an hour a day. Many college
students who are studying music spend more than
two hours a day practicing for their juries (their finals
in their particular instrument). Some college students
spend much more than two hours a day on their piano
and other instruments to prepare for music recitals
and performances around school and the town that
they live in. Yes, this does take a lot of work, but it will
yield results as long as you dedicate yourself to it and
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love what you're doing. If you love this, then it
shouldn't feel like work. It should be fun.
Here are some tips to make your practice session
more productive and fun:
1. Do all your scales first slow to fast. This is
noted to increase excitement and longevity
when in a practice session. Don't start the
scales off fast. You will get frustrated.
2. Do any arpeggios and chords that you have
properly first. Do them just as they are dictated
in the scales and chords book that you have.
After about five minutes of that, be creative.
Add a little more harmony by switching from
position I to position I6 and then I 6-4 if you feel
so inclined. Add a few dissonant tones in there
too that lead to more consonant ones. In this
way, you are playfully becoming more
knowledgeable about how the piano, melody
and harmony work.
3. Give yourself some time to improvise at the
piano. One of the best ways to increase your
knowledge, memory and fluidity on the piano is
to take some time out of your practice session
to improvise. It will not only increase your
musical ear, but it will make you skilled in both
reading what is on the manuscript in front of
you and help you develop your own style as a
pianist without music.
4. Play the music that is the easiest first. Many
times, pianists jump into the hard stuff and try
to play it perfectly and then lose patience when
things don't pan out. This leads them to quit
their practice sessions early. The more practice
sessions you skip out on, the less perfection
you will see in your recitals and performances.
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5.

6.
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Take some time off of practice once in a while.
Give yourself some time to breathe. The
staying power wears down the more you
practice. Taking breaks helps clear the mind
and helps you to start fresh every time. Also, if
sick, don't try and practice. Being sick
decreases your ability to concentrate and focus
drastically. With that goes a decrease in your
quality results.
When done practicing, keep the melody that
you were practicing in your head. It also helps
to record your practice sessions. Transfer them
to your iPod or other mp3 music player to listen
over and over to your recordings. Take note of
what needs improvement. Take note of what
was good in your sessions. Play your
recordings constantly so your mind develops
an ear for what your pieces sound like. This
way, you can start memorizing what certain
passages sound like so that you can spend
less time fretting over individual notes and
more time concentrating on developing the
overall picture of the piece.

Chapter 12 Playing Piano as a Form of Relief
Did it ever occur to you that you could always use the
piano as a form of relief? Another thing, could it
possibly be that your practicing could be a form of rest
for you? A form of peace?
There are many tactics for playing piano as a form of
relief and release. They are to be listed in this chapter.
Of course, you could just have peace piano playing
just by going into a practice room and doing a few
minutes to a few hours of playing, but there are ways
of doing it that could really help relieve you and make
you come out whole.
Here are some of the ways to play piano for peace:
1.
Go into a room where a piano is present. Sit
down and play a few scales and chords to
warm up. Then, close your eyes. Play your
scales, chords and arpeggios. Then launch into
one of your pieces by memory. See how much
you could play before you need the music. This
process will allow you to relax, but it will also
bring to light what still needs to be fleshed out
and practiced.
2. Go into the room to play. Sit down and turn off
the lights. This embodies your other senses of
touch and smell to permeate, allowing for a
more enriching experience. For some, it helps
them see the color of the music (if there is
such).
3. Play something or find something in your piano
literature that really moves you emotionally.
Play emotionally. Let the piece of music speak
to you and speak to the room with your playing.
4. If you have any sort of mp3 music player such
as an iPod, Zune or anything else, bring it into
i

the practice room with you. Find the pieces that
you're playing. Listen to them. Play along with
them.
Tips for a better piano lesson:
⁃
⁃
⁃

⁃
⁃

Analyze material that you're playing by chord if
this can be done.
Train your ear to listen for phrasing. Look at the
unique phrasing of each piece you play. Where
does it start? Where does it end?
Memorize fingerings by marking up your piano
with fingering numbers. Start in the key of C
and work your way up. If it helps, use 3x5
cards to number each finger and where it is
supposed to go.
Note all dynamics. Play them accurately. Your
teacher will be proud.
Read the music at all times as your teacher
directs. This will help you play all the music and
its structures accurately.

Soon you will find yourself playing piano with
astonishing accuracy and ease.
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