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PREFACE

This manual, the product of our combined experience, is intended to be practical resource
for piano teachers. We have presented our teaching techniques and step-by-step
procedures that make it possible for every student to learn to play the piano successfully.
The best methods, however, cannot work without considering the emotional state of the
student. The student’s feeling is a more reliable indicator of how well he is going to learn
than the thoroughness of the teaching. This is why we spend so much time discussing
emotions and their relationship to learning.

We believe that everyone can learn successfully and joyfully when sound pedagogy is
supported by positive emotions. All people learn and perform best when they enjoy what
they are doing. Modern psychology has proven that a positive learning environment is far
more effective than the “discipline/ punishment” embedded in past beliefs about teaching.
Educators such as Shinichi Suzuki and Maria Montessori proved that encouragement,
appreciation, respect, and the absence of criticism motivates students and improves
results.

Today’s new movement called “Positive Psychology”, initially put forth by Martin
Seligman, author of Learned Optimism and Optimism in Children, confirms the benefits
of shifting the focus from what is wrong with humans (pathology) to what is right
(optimism). In our Music Learning Cycle model, we apply this psychology to our
pedagogy. The key to successful teaching is giving positive emotions greater importance
than how or what to teach. When we promote positive emotions, the students feel safe
and are eager to learn. They become receptive to the teacher’s input and tend to continue
learning long after lessons end.

To awaken pleasure in making music is to inspire the passion required for excellence.
With passion comes the desire to do one’s best and to continue learning for its own sake.
Without this desire, making music becomes a mechanical process without meaning, a
skill without art.

Our Mission is to help every piano student develop a love of music and the ability to
play the piano in a non-judgmental, nurturing environment.

Our Philosophy for Teachers is grounded in the belief that helping others to learn is the
teacher’s job. We often ask ourselves the question: “If I am hired to teach a student how
to play the piano, and the student does not succeed, who has failed?”” Our job is not to
criticize students’ practice habits, blame them for not doing what was assigned, or
condemn them for wasting time and money. Even if evidence of learning or effort is not
obvious, a teacher’s job does not change: it is to help students learn by creating a
nurturing environment where learning takes place joyfully.

In order to nurture every student, we accept them where they are on their path of growth

and trust that they will develop and thrive in their own ways and rates. To honor this
commitment, we give no interviews or tests, no lectures or sermons and make no
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comparisons or negative judgments, no demands or threats. We have found one of the
most effective ways of nurturing is through the language of appreciation.

Basing one’s teaching on a positive psychology promotes positive relationships with
other teachers. We focus on what the teachers do well and recognize that judging them
by how their students play is both unfair and unrealistic. A performance reflects the
student’s maturity, effort and stage of development, not a teacher’s competence.

Our Philosophy for Parents is to work cooperatively with them as members of the same
team with a common goal: helping the child learn piano. Research has shown that one of
the most significant determinants of a student’s success is the involvement of parents.
When children begin lessons at age three or four, it is necessary for parents to help and
supervise, however, even when students are old enough to direct their own practicing,
they never stop wanting or needing support and encouragement from their parents.

To encourage continuing support, teachers must initiate and sustain open, non-judgmental
communication with parents. Because parents love their children so much, they tend to
evaluate how they are doing by comparing them to others. To help parents understand
that comparisons and competitiveness are not relevant, we remind them that learning is a
function of time, not intelligence. When children are learning to speak, parents repeat
the same words over and over and are willing to wait until the first words are uttered. It
does not matter how long it takes for a child to speak; most children ultimately learn to
talk. In a similar fashion, children learn the language of music.

Our Philosophy for Students is based on our goal of nurturing the loving spirit of each
child. We believe that being a teacher is a privilege and our entire professional focus has
been on how we can best live up to that privilege. We try to show respect to students
both through our actions and our speech.

Helping students learn to play the piano is just one part of teaching. The relationship
with students is often of long duration and, consequently, we can affect their long-term
development. Because we work with them individually, we build a close relationship.
This unique situation permits us to affect positively their confidence, attitudes about
learning and self-esteem.

Our vehicle is music, but our goal is to help all students learn, develop independence and

grow as fulfilled and happy adults. Our own lives have been immeasurably enriched as
well.
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